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INTRODUCTION   . 


Ar.iou^  Ihe  various    lustrumfiifs    now  made   use  of    in    Public   op    Private    Concerts,   1»o   op.'y,  vir-; 
Harp    iwA    Piano    ForU-,   enable    the   Performer    to  unite   Harmony    with    Melody.     On   either  of  th'^j.,- 
Performer    can    accompany  the  Voice    with  Chords,  and  ^ive   a   just   idea    from    the    Score,  of  the    nier  -. 
it    of  a    Dramatic    Conijvisit  i^n.      This   valuable    advantage  ^insures     the    Harp    and    Piano  _  Forte  ii  l  •'■- 

■.  iiience    o^er   any   other    liistrnment.      Considered    in  this   point    of  view,    they    are    certainly  *hfT..  r 
complete,    >•!  1  AithsvandinS    their  want    of   sustaininff     or   swelling    the   sound*,  but    which  of  thur  i 
.he    preference  the  Author    will   not   at    present    undertake  to  decide. 

T.*(i  (ji-»-;.<t   branches    of    Instruction    must   be    combined,  to  form    a    great    Instrumental     ?  •        >     " 

Th»'    first    ( M.-ts   of  a  knowledge    of  the   general    principles    of  Music,    with    which  it  is    hi—' 

ifcessary    t<»   l.»-  conversant,  to  play    well  on  any    Instrument;    the   object    of  the  Second  br?.  c^ 
Vicchaiii'^iii    f*    r.litir  to  the   Instruiuent   which    the  Pupil    is    intended   to*  perform   upon,    Jiost  «'l  t.b'- 
..ibTrnctioii     ti«.oUs.  in  attempting  to  explain    these  two  branches    at  once,   have   missed  their  ain.jfor^^ 
Ccicjing  oil    i.v.()   Works, instead   of  one,  each,  for  want  of    proper  extent  .  has  generally  been    incon.  .. 
',  lete,  so   thut   tile   Pupil     has    hitherto   been    but    superficially    acccjuainted  with  both,   whrc'i  he  v^oaN' 
ha>  e   understood  m>ich   better  had  he   studiad:  them   separately  , 

Impressed    with  these   considerations,  the   Author    has   not  inserted    in  this   Method' ■diiy    cf   tV-- 
principles   relating  to  ih«  general    study  of  Music, but  has  confined    himself    to   those   which  r^-l, 
to  the    requisites    for    performing   well    on  the    Harp.      He  therefore     supposes     (as   is  generalb.  '■ 
case)     that     the    Pupil    attempting    the    study    of    that    Instrument     is    already    eonversaut  wlt'r  i"  . 
B.idiments   of  Music. 


or^ 


•  '»ii-    Uictr; 


THE   FOLLOWING   ARE  THE   PRINCIPAL  ADVANTAGES 

* 

WHICH  RESULT  FROM  THE  DOUBLE  MOVEMENT. 


1\  MMauicttio\i<^,  whirh  en  the  Common  Harp  weit-  confined  within  narrow  limits  (l3  Keys,)  have  been 
extended  to  iTKey.,;  an  incompardble  advantage  to  Con.posei  s .  who  can  give  scope  to  their  geniui;. 
and  introduce   s;  ,  :rty  iu  their  Music.  "-^ 

2   .    The   inconveni.  nee  of  borrowed   Notes  does   not    any   longer  exist .     Performers   upon  the    Common 
Harp    generally    played  only    pieces. of  Music  written    expressly    for  that  Instrument,  in  which  Compos. 
ers:  avoided   to  use  A?f,B^,and  E#,also  Db,  Gb,Cl?,  and  Fb,  which  cannot    be  played  upon  the  Common  harp. 
When  these  Notes  were  introduced  ,  the  Performer    was    obliged    to  make  use  of   Borrowed   Notes. thatMs 
to  say,  he  played   Bt?  instead  of  A#,and  F#  instead  of  Gb,  «cc     But  besides  that   the  use  of  Borrowed  Nolc- 
requires  a  sudden  contrivance,  which'is  difficult  in  a  quick   movement,  another  still  greater  inconvenieuo 
exists:  when' a  Sharp  occurs  in  Music,  it  getierally  ascends  to  the  Natural  Note  above;  on  the  contrary. <« 
Flat  generally  descends  to  the  Natural  Note  below*  therefore,  if  to  Ajf, which  should    ascend  to  B5,a  Per  _ 
former  is  forced  to  substitute   Bb^  he  must  play  Bbaiid  Bt]  successively  on  the  same   strins:.     This  can    be 
done  but  two  ways;  first, by   stricking  the  String  of  B  twice, which    produtcb  a  jiwiuc  aii'i  .^'.stigt-e-    -.■ 
secondly,  by  stricking  the  String  only  once, to  p/f!|(^  the  first  sound    Bb,  and   leaving  it  afterwards 
the  vibration    of  the   String  to  produce   the   second    sound, Btj,  This   renders    the    Bb,  which  replaces  A:j. 
.much  louder  ,than  the  Bi^:  hence    originates  an  inequality   in  the  sound,  which   is  a'fauit   in  point  of    V,\ 
•cution .  This   inconvenience  disappears  upon  the  Harp  with  the    Double  Mivement.  and    nothing  prevtn. 
a  Performer  .from    playing  in  succession,  and  in  a  quick  movement. A;}  ascending  to  B::], because  A#    is 
produced  upon  one  String    and  Bt]  upon  another;  so  that  every   sound    being   produced    from  a  differ*!. t 
String,  all  the  passages  are   performed  with   rapidity   and  neatness,  without  any  difficulty  in   point  i) 
Execution. 

S'"^    Performers    who  wish  to  accompany  the  Voice,  may  now  accompany  any  kind  of   Music  with    as 
much  ease   as   on  the  Piano_Forte  _they  may  even   perform   all  the  beautiful    Piano    For.e    Sonatas  o. 
Haydn,  Mozart  ,  Dussek,  fcc; and   will  find  only  on-e  kind  of  passage  difficult  for  the    liv'rp^vil.    th*^ 
Chromatic.      in    quick    movements  ;  and  even  passages  of  this  description    can  be  played  hm  ch   bet^e- 
upon  the  Patent   Harp  than    upon  the  Common  Harp  . 

From  this    short   account    of  the  advantages    which  are  derived    from  the  Harpf  viJ'ihe    T '     '  . 
Movement,  one  may    anticipate  that   it  will  become    as    Fashionable   as  the  Piano  Y^^'M  , 
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CHAPTER    1   . 

i 

DIRECTIONS  CONCERNLNG  THE  MANNER  OF  STRINGING  AND  TUNING  THE  HARP. 


The  tcustruction  of  the   IMfchaiusm   of  the  Harp  is  so  clearly    shewn    iu  the    Plate    annexed  to  this 
WoiVi,    1      '    it    is  unnecessary   to  enter  into  any   particulars   on  that   subject. 

The   Contipass   of  Moflern  Harps  is  Six  Octaves  ,  beginning  and  ending  wiih  E.    They  contain  Sevcp 
ty_two    Seit«"'<"es;   T^  elve  Semitones   in  each  Octave.    The   Strings    arc  of  Catjj;ii1 ,  excep;   the  Eight li'.i,^: 
est,  which  are  of  Silk,  covered  with    Silver  Wire,  to  render  them   nnore    sonorous:  this  coveriiig  gives th^-« 
partly  the  pro-;)erties  of  Metallic  Wire;  if  they  were   made   of  Catgut,  their  extreme   size  would  reii;I';'lh'- 
sound   very  dull.     To  assist   the  eye   in  finding  certain  fixed    points   among    so   many  S'.ri;jgs.- all    <he 
Cs   are   Colotired    Fed,  and  all  the  Fs  Blue. 

METHOD  OF  TUNING    THE  H.4RP  WITH  THE  DOUBLE  MOATiMENT.  , 

The  Harp  with  the  Double   Movement    is  tuned   in  CK  all  the  Pedals   being  unfixed. 

1^  The  Note  Cb  (see  A  in  the  following  Example  )  must  be  tuned  in  Unison  with  the  Soutui  gn- 
by  a  Tuning    Fork.  ,^^^^ 

2"?    Tune  the  Octave   below  that  Cl>,(See   Bj     N.i>,     The  Octaves    must     be    as    perfect  as     r  • 

but  the  following    Fifths  must   not  be  quite   periVct.   I^st    the  Tliirda    should   be  too  sharp. 

S'-?    Tune  Gb,    a  Fifth   above*  Cb.  (SeeC,) 

4^^.    Tune  Db,    a  Fifth  above  Gb.  (See  D,) 

5*^    Tune  Db,    tht  Octace  below  .    (SeeE,) 

6<-*».   Tune   Ab,    a  Fifth  above   Db.  (gee  F,) 

7<■^   Tune  Eb,    a  Fifth  above  Ab.(SeeG,) 

8*^   Tune   Eb,    th«  Octave  below.   (See  H.) 

9*\  Tune    Bb,    a  Fifth  above    Eb.(See   I,) 

lO*^Tune  Fb,    a  Fifth  below  Cb,the  Original   pitch  Note.*  (See  K,) 


*  When  Seven  Pedals  are  fixed  into  the  First  Notch,  the  Harp  ip  inCtJ.aud  wh.  n  they  are  presfed  «.  second  time, 
ai.d  fixed  into  the  Second  Notch,  the  Ha.p  is  \n  C*,every  Note  of  the  Scale  heing  Sharp-,  therefore  .  each  Strinp.by 
mojins  of  the    Pedals ,  answers   the   effect  of  three   Strings, 

I,  (J  "Herp  ln=tr 


All  the  Notes  of  the  Scale  being;  tuned, try  them  too^ethei  ,  with!  the  following    ChorrHs? 


Proof, 


rt 


Or. 


FfP^ 


If  you   rill,!,  thai  th»'  Notes  of  these  Chords  agree  well,  and  please  your  ear,  ^o  on  witti   your  tuuingl^nther. 
wise  trace  it  bacU,to  find   wUeiv  the  defect    lies. 

The  <.il  er  Notes  are  to  be  tuned   'uy  Octaves   abe\»-  or  beloM'  those   already   tuned, thus: 


By  Octaves,  \^opL.^^^-^S:^zyL4.^-f-—---^--=:=^^^.    By  Octaves,     \a_      j     i     —  j:i_;iirzzzd  I         tr 

^■^-r•^-     ^^.TbV^^=^^^        Downwards,     ^^^^^t**^^^^ 


Observe    when   the  ihup  is  to   accompany  the   Piano  Forte,  it  must  be   tuned  in  perfect    Unison  with  thai 
Instrument:  this   is  dt.ji.   by   filing  the  Pedal  of  C  to  the  Rest,  previous  1o  taking   the   Pitch  on  the  Ct;  ot'ih- 


Piano_Foi-te..  -^^^gH^j     The  pitch  once  taken,   unfix  the  Pedal,  and  tune  the  Harp  in  Cb,  according  to; 
directions  just  given. 

ON  THE  METHOD  OF  TUNING  THE  COMMON  HARP*. 

Thf   }  rocess  for  Tuning    the   Common   Harp  is  the   same  as  the  foregoing,  except  that  the  Pitch   Note  L 
h-.K'-i!   .V...,;   bl!?,  either  on  the  Piano  Forte, or  from  the  sound  of  a  Tuning  Fork, 


ja_uA 


^ 


I    I    o 


ttlh^^^Bzz^zviz: 


:zfg 


S 


zz 


zz 


-^^^a 


^ 


-^•^ 


Proof. 


^r-^1  J      IJ   n-l^    1^ 


pi 


or 


Observe,  shouh^  ihe  Common  Harp  be  tuned  in  C,  the  Natural  Key  of  Masic,  th«  compass  of  this  li.s 
trument  would  beco-utr  still  more  confined  than  in  its  present  state  in  Kb.forthe  effect  of  the  Pedals  be 
ing  to  raise  eve^y  ^\:'.><f:  a  jSemitone ,  the  Flats  could  not  be  produced,  as  the  Strings  could  not  be  lower 
ed.  After  sever??  Ir:,!?  yud  researches,  the  Key  of  E  b  was  found  to  offer  more  resources  than  any,  any 
to  be  more  intintat.ly  relaterl  with  ist.:-  Keys  iiitroduced  in  Compositions  for  the  Harp;  for  which  reason 
the  Common    H  irj*  i--   ;r',  uerallv  tuned    in  F.b. 

OBriERVATION^  ON  THE  STRINU?!  . 

^    'I'o  rei  der  t\ie  Harp  capable  of  producing  a    fii-  Tone,  it  must   ue  mounted  with  Strings  of  a  proper 
sixe.  Thin  Strings  are  very   prejudical   to  a  gt)od  quality  of  Stiund,    as  when  struck  firmly,  they  are  apt 
to  vibrate  against  the  Pegs  fixed  in  the  Table.of  the  Harp. and  to  produce  a  jarring  and  disagreeable  Sovmd.llit- 
size  of  the  Striiigs  once  determined  upon. they  must  be  selected  with  careand  r"gnlarity,  throwing  aside  all  tbo  , 
which  have  the  smallest  knot,  and  which  are  not  equally  thick  throughout  their  length,  which  is  ascertained 
'i>  bringing  the  two  extremities  close  to  each  other.   Italian  Strings  are  considered  the  Best:they  are  dearei_ 
But    here.  ai<  in  mfiny  other  cases, th<    b'-st   are  ultimately  the  cheafest.  'TOG'«  TTa.-    mPtr; 
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C  H  A  P  T  E  R     1 1  . 

i 
.  ni;  ^s  FOR  IHE  POSITION  OFTHE  BODY,  ARMS.AND  HANDS  OF  THE  PlP^FORMER  . 

'  :•  >^T  i'^piit    must  direct  all  his  attention    to  the  acquirement    of  a  good  Positon  of  the   Body,  Arms, 
jlarid"*    on  the  Harp . 
■"1     He  must  Vje  seated    in  a  Graceful   manner,  neither  too   near   nor  too   far  from   the   Harp,   but   so  as  to  be 

'  '-  to  re-'.rh  with   facility  the  highest  and  lowest  Strings. 
^-  1'  Thf  J-.t'isthI   of  the  Seat  must  be  suited    to  that   of  the    Performer,  who, when  seated  with  the  Harp  re.-t 
"it  %.    against    the  Risht    Shoulder,  should  have  the  lower  end  of  the  Comb   (or  Neck) about  t^o  or  three  ii; 
rh;s    above   his  Shoulii--- 1  ^  r 

:'/0    The  Les^    juust   be   placed    SD  that  the  Feet  may  be  on  each  side  of  the  Pedestal:  1hey  must   restonthe 
iTound    in  a    \evticHl    position,  rather    inclining    forwards  than  backwards,  that   they   may  be  lifted  easi 

If 

ly.  to  be   placed    '•.'  the    Pedals, 

4^^   TVie   Perf(  rnier    must    be    seated    sideways,  so  that   the  front   of   his  Chest    may  form  an   acute  angle 
with  the  whole    surface  of  the   Striugs.    The  Harp   must  be  a  little    inclined  towards    the  Body  of    the 
Performer,    leaning   on  his  Right   Knee,  aiid  a  little  on  his   Right  Shoulder.    The  upper    part     of   the 
Right  Arm  (from   the  Shoulder    to  the  Elbow)  must   touch   the    Body  of   the   Harp,    exactly    beh)w  that 
patt    where  it  is  joined    to  the  Comb;    however, the  Harp    must  not   fall  on    the  Arm,    as  itwoild    pre 
vent    its  motions,  either  in    ascending  or  descending  Passages. 

THE  FOLLOWING  ADVANTAGES  ARE  DERIMCD  FROM  THE  FOUEGOLXG  POSITIONS; 

l'^      By   leaning    against    the  Body  of  the    Harp,    in  the    manner    just    described,  the    Perfornier     will 
have   the  Free  uac  of  the  whole    fore    part    of  the   Right    Arm,    which   is    sufficient    to   enable  the  Hand 
to  run  over  the  Strings    froiu^the  highest    to  the    middle  ones,    being    the  ordinary    comoass  given    to 
this     Hand.     Should   the  Right  Hand    be   obliged   to  descend    lower  than   the   middle  firing  (which  is 
t-h'oni  the  case)  then  the  Performer   may  incline  the  Harp   towards    himself*   but  in  general,  b_y  keeping 


*     The   Author  dUipproves  of  the  custom  wiopted  iBy   •ome  Meters,  of  making    Childrtn  ^Xv^   Standing:' b"c».ufie  tl-.o 
r<  iiftnnt    mo  ,-'ni(  nl    wh\ch    they   are  ohligpd  to   make,    to   place  the   Feet  on   ^!<;liirtt  rrMsiU.  niuFt   distort    Ucir    Shape. 

1    The   ?i»e     I'  the  lit;  p    "should   b-    proportioned   to  the  eiue  of  the  PupilT 

Tlerp   lovlr: 


I{ 


the  Haip   as  wfllas  the  Body  hi  a  fixed    })osition,  which  esspufially  contribut.'s   1o  a    ^ood  Executiou,the  Ptr. 
former  will  be  able  to  perform  any  Passage  with  his  Ri^ht  Hand,  written    for  this  Instrument. 

2"?    Ihe  Slanting    position  of  the  Body  enables  the   Performer  to  see  all  the  Strings   with  ease.  "     •    ' '' 

S^     By  keeping  the  Left  Shoulder  nearly    facing  the  Whole   range   of  the  Strings,  the  LeJi   Arm  aud    Hand 
can  be  easily    used   on  all  the  Strings,  from  the  smallest    to  the  thickest,    since    their  .vui:t   taLtn  in  an  hor_ 
izontal  direction  does  not  exceed    Twenty_one   inches,  which  is  generally  th.     j<.,^!i    -.    ;];,    Arm    from  the 
Shoulder    to  the  joints  of  the  Fingers,   even  in   Performers   of  short       .. 

4*^     By  keeping  the   Body  in  a   steady   position,  in  performing  the  n;ost  e.  ,    -  i^i<,  the   motions  of 

the   Feet,    even   when   very  quick,   become     easy     the  Performer    hei-,i:    always     .     >•    pei^iVct   equilibrium 
on  his    seat;        an^    m  .ease  of  necessity,  .the  Harp,  which    must  constantly  Mouth    the  upper  part  of  :he 
Right    Shoulder,  may    serve  him    as    a  support.. 


ON  THE  POSITION  OF  THE  HANDS  .  . 

The  Th\imb    being    shorter    than  the"  first,  second,  and  third    Fingers,   the   btst   position  of  the  Hand 
will    be  that    which-  will   render -ihe  other  Fingers  as  nearly  equal  as  p">^ible.  This    end  is    answered  by  keep , 

ing  the  Thumb   in  a  vertical    directiori',  and    by  bending    the  three   middle  Fingers.     However, the  palm  of 

•'•'KA^i  -  *-       ■       '  ■■'...     i  i  , 

the  Hand    must   not  be  too  far  from  the  Strings,  so  that  the. position    be  too  horizontal*,  for  then,  the 

'      %■  ' 

difference  (in  point  of  length)  between    the    th^ee  middle    Fingers    being   greater,  the  Performer  would 

be  forced  to  advance  the  First  finger  further  between  the  Strings  than    the    second,  and  the  second  mor»^ 

than  the  third ,  which  is  evidently   wrong:     therefore,  the  Performer    mast,   in  bending    the  three   mid  _ 

die   Fingers ,  diminish  their   length   soas  not  to  have    one    further  between  the    Strings  than  the  others.. 

To  effect  this,  the  palm  of  the  Hand    must  be  near  enough  the    Strings   to.  render   the  joints  of  the  three 

rriiddle    Fingers    wlich  are  not    between   tke  Strings,    ab   est    vertical.  , 

To  resume  the  foregoing    Directions ,  the  Thumb    must  be  nearly   in  a  veiticn;    position.-the  JHand 
must   have  a  round,  form,  the  first    and   second  Fingers    reclining  a    little    on  ttu-    Strings  towards  the 
Body  of  the  Performer-,    the  palm  »f  the  Hand   must  be  rather  close  .to  the  Strings,  [to  ens».>i'ethe  Fin  _ 
gers  to  touch  them  with  ease:)    the  Fingers  should  go  between    the  Strings,  so  that  in  dravi  . .  .    -'-, 

they  may  pull  the  Strings  in  a  manner   sufficiently    strong  to   make   them  vibrate  freely. 


106S  TT,rT>  !-tr; 
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(>\    FINGERING  . 


By   Fingering,   is   unflerstood    ihf    Arl    of  disposing   the   Finger;^   of  lidtli    H;n;<'?;     ■■•   '''■   !»!i)st    favora  _ 

I 

ble    manner,  lo   perform    any   Pivssage    wilh  as   much    Facility,  Neatness;  and    N'rlutjty    a?   possible,  these  I, » 
ing  the  requisites   for  true  Executionr 

To  teach  Fingering,  is  to  indicate  the  Fingers  which  should  be  used  in  playing  the  N«>tes  of  ;• 
piece  of  Music.  In  this  Treatise,  the  Thumb  of  each  Hand  will  be  marked  bv  a  Cross  x:  tht*  first, ^f 
coiid,and  third  Fingers,  by  the  Figures  1,2, and  3;  and  when  occasion  occurs  of  eniployinii  the  li*''< 
Finger,  it  will  be  marked  with  the  Figure  4.  Two  distinct  points  in  the  Fingering  of  Passages  must 
be  distinguished,  viz.  The  Fingering  adapted  to  a  Passagt;  which  can  Ite  played  witiinul  changing  the 
positions  of  the  Hand.,  and  the  Fingering  of  a  Passage  which  reqviires  several  successive  posititons  o<" 
Hand:   the   former   will   be  treated  on    first,  '''    "  ' '    "' 

luoftH  tni    RULE   I  . 

The   best  Fingeiiyg  for  any  Passage   whatever,  i8>that  which   requires  the  least    number  of  motions 
or  changes  of  the    Hiui;l .      The  reason   is  evident;    for    rupidity    being    one    of  the    principal    qualities 

4 

which    conSititute    Execution,  the  changes   should  not  be  multiplied    without  a    necessity;     for  if  a  Passaijt' 
can  be    iseiforut  .1    in  one   Position   of  the  Hand,    it  will  be  done   quicker   than  when  two  or  three    >:uc 
cesojve    Fo.  iiliiia      re    required.      The   first    principle   is  essential,  and   consequently  will   be  conlin 
ii;illy    rtiesinl    lo  in  the   course  of  this   Work-         .  „ 

RULE   11  . 


The  Fingers    required  for  the   Performance   of  a  Passage,   must  not   be   kej.t    distant  froni  the  String.-: 

but  each  Finger   should  be  previously   placed  on  its  respective    String    whenevei-   it  can    be   done  wiili  if<!se. 

3    2     1  J^ 


For  instance    in  playing  the  folhrwing    Passage, 


the   Thud  Finger,  fcHi  wed   by  tie  se 


cond  ,  first,  and  Thumb,  should   not  be   placed    successively  ou  the    Strings,    but  uH  at   fim^  .  iilthoughthey 
must   act  in  succession.     This   tecund    Rule   is  derived    from   the    first,  four  notions  beins;   •(•"f-essary 
to    place    four   Fingers    in   succession    on  the   Strings , whilst   they    may    be  placed    at   one*;.    This  prin 
ciple    must  be  strictly   followed  ,  to    obtnin   a   brilliant    execution    by    great    r.^piditj",    as  well  as  to  con  _ 
nect   the  Notes  as  they  should   be  .  >      • 


I'MiS 


Harp    Instv . 


is 


RULK    HI 


Two   Notes    svicceeding   each   other  on  tlie    same  degree,  must  not    be   played     (few   cases   excepted  ) with 
t\ie  same  Finger.    For  instance,  in    playing   the  following    Example,    should   ttie  fingering    marked    at     A 
be  used,  the  second    Finger,  after  having  struck   D,  must  recede   fron.   the    String,     and   be  brought    back   to 
strick  tile   second    D.  which  is  an  useless   motion,  and  which  delays  the  stricking  of  the  second  D. 


B.,  -,„,.„.  ^^^P 


B. 

Good  Fingering, 


^     Tx     1    X      1     X 


This  defect  does  not    take  place  when  the  Fingering  marked    at  Example    B   is   made  use   of;  the  Thumb 
having   strack  the  first  D,  the  first  Finger  is  ready  to  strike   it  a    second  time,    whilst    the  Thunib    has 
time  enough  to  be  carried   to  the  E;   the  first  Finger  having    played  the    second    D,   is    ready  to  play  the 
second  E,  and  so  on. 

■'  .    * 
» 

RULE    IV. 

When   two,  three,  or   four   Notes   of  a  Passage  Ascend  or.Descend  in  the  sarneway.either  diatonicafly  cr  by   <■. 
skip,  not    exceeding  a  Fourth,   these   Notes   must  be  played    with  consecutive    Fingers,   without  leaving  on. 
Finger  between  any  two  others — The  :Peflson  for  this    is  evident:  should    the  Thumb   and  second  Fingrr 
be  used   to   play  two  Consecutive   Notes,  the  first  Finger  wou'l   become    useless;    whereas,    if  the  two  Notes. 
are  played  by  the  Thumb   and   first   Finger,  the   second   Finger   can  be  used  immediately   on  any  other  nole. 
This    Rule  is  only  liable  to   one- exception,   (which  will  be  explained    hereafter,)  and   even  when  this  ex 
ception    occurs,    it  is  done  to  follow  more  strictly   the  other  Rules. 

• 

RULE  V. 

"When   several    successive    Passages  occur,   composed    of  Notes   ascending    or   descending;   in  a  similar 
manner,    and  which  can  be   played    with  the  same   Fingers,  and   in   the  same   position    of  the  Hands,  they 
must  all  be  Fingered  alike.    (See  the  following  Example.)  The  reason   for  this  Rule  is,  that  more  uu    . 
iformity,  and  consequently   more  equality,  exist  in  the  execution  of  the  Music,    when    similar    Passages 
are  performed    with  the  same  Fingers,    than  when  they  are  played    with  a  different    Fingering;    there  - 
fore  it  must  be  preferred _  Equality  being  one  of  the  chief    requisites   to  a  fine  execution.  • 


Seconds,  Ascending  by  Triplets 


Seconds,  Descending  by  Triplets. 


— — — — w^ — B^^l — ^^n    -■■  r — rj ^ — ^^— ' 8-^< — 1 ^T^         ^fg—^—        I     II 

^^  'yZ~xOlx2''<^  V  '      '      '        III  '     \/        2    X      1         TVi 


Observe,  in    the    foregoing    Ex  ample,  three  Notes   follow  each  other  diatonically.  ▼!» .  C  D  E,DE"r,*;c,      These 
Notes!    according    to    the5  ,    Rule,  are  fingered  aUVe.?,l,X,  in   ascending      an  in   desending    >r".  1,  2.^ 


lOGg 
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Ul  LK    VI 


Whf!n-*«r    rii  -   *vi  iormer   is  forced  to  change    Ihe  Position  of  the  Hand,    the   Fingering  of  the  last 
Note     niU'vT     be   such  a-,  will  ei.ahle   hiiu  to   have   the   greatest    number  of    Fingers  at  his   disposal  fw  the 
following    Position  ._  Should  the   Sttjdent    npply    this   Rule    to  the    Kxainple  j\ist   given,  he  will  find  that 
the  Hand    rising   unifonnly  »t  (in|)  Tripitt  of  the  ascending  Series,  or  being   lowered  in  the    descending 
Series,  the    position  of  the  Hand  is  changetl    at  each  Triplet;     and  that   the   Fingering   marked     is    the 
most    convenient    to  j)iay    the  next  Triplet  with  ease,  as  soon  as  the   foregoing  has   been    played, 

N.B.    The  f list  Triplet  of  the  descending  Series  is  not    Fingered   like  others,   because  in  beginnig 
the  Passage   the  Perfoi  iner  is  not  restricted  to  a  Fingering  which  would  be  the  consequence  of  a    pre  - 
ceding  Passage,  as  H'  U-e  otlier  Triplets. 


OBSERVATIONS   s'RKP.AHATORY  TO  THE  SKVENTH   RILK  ON    FINGERING. 


'W  the  Student    perus-e   the  Exercises  on  the  Scale    attentively,  {  See  l>age  18,)  he  will  find,  that  in  the 
l'''ngering,    the  Author   has  constantly   adlieied   to  the  Fourth  and   Fifth    Rules.    These    Scales   which  <> re 
Lut(>aic,  are  divided    inio  groups    of  four  and  four  Notes,  that  this   fingering    3.,  2,  i,x,    in  Ascending,o- 
X,    ,  ^,  3,    in.  Descending,  may  be  constantly   applied  to  them. 

S.uue  important    Instructions   on  this    subject  must    here  be   given    to  the  Pupil.      When  the  Scale 


FntS;»')ed  thus, 


is  evident  that  after  having  playeri 


'•      M)ur  first   Notes,  3,2,i,>c,  the  Consecutive  Fingering   cannot^be  applied  to  the  four  other  Mov?s,wi-n 

•    .(     Hanging    the   position  of  the   Haud:_     But    should  the  hand    be  abruptly  shifted, after  having  jiiav 

-.•■••  •  ,  **- 

■■A  tne  first  four  Notes,  a  break  would  take  place  between  the  two  groups,  and  the  Note  F  at  the  Asteruv*., 

could  not  be  connected, with  the  following  G.    This  would  offend  the  ear,  for  the  Scale  cannot  be  proper 

ly  played   unless  all  the  Notes  are  equal  and  connected,  so  that  the  hearer  be  not  able  to  find  the  place 

where  the    liand   is  changed. 

To  effect  this  desideratum, the  change  of  Position    must    be  prep^rid  beforehand,   by  passing  the 
Third   finger  under  the  others   as  soon  as  it  has  slmck  the  first  C,  and  \)y  causing   the  other  Fingers 
to   follow   immediately,  as    soon  as  they    have    played  their  respective   Notes. 

,        A   similar  proceeding  takes   place   in  the  Scale    descending,  Juut  in  a  contrary  way.     in  the  ascend- 
i:3;    Scale,  the  t'.'}  Finger,  then  the  24  and    1*J,  pass  under  the  Thumb;    in  the    descending    Scale,    on  the 

r.intrary,  the    x.l\*«^nd    2'.    Fingers    pass  over  the  34      This  way  of  passing  the    Fingers  nndfjr the  Thumb 

in(;8  ,,         » 

?Tir|.  Ill  ti-: 
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ill  Asceii.luij;    Pas-'^a-:,  V    or  the    Fin-t'i's    i>\ei    the  :VJ    in   Descending;    Passages ,  is  essential  to  good  Fing;eriug;. 
and   taki-sKi^ce    wi.e/^.'vri-  the   Hand;  cliaii..       its    Position,  aHer   having    played    two ,  three, or   foui- Notes. 
Hence    ihis  5r(.,;<n'i'l    Riile;_ 


R  I    1,  K   Vll  . 

VNiien    the    Position  of  the   Hand   is  ciijin^t  a,  tin-  highest    Fiog**!",  when  the  Hand  Descends,  or  the  low- 
est, when  it  Ascends,  must  be  brought   (as  s«ni,    ,.    it  has  struck^the  String)    on  the  next    String  which 
is  to  be  struck,  by    passing    over  tlie    otiiei     Fir,^»,s,if  the  Hand     Descends,  or  under,   if  the   Hand    As_ 
cends.      This    skip  of  the    hand    being    more   difficiiH    in  the    performance    of   a    Scale    than  in  playing 
any   other   Passage,    lae  Autliur    has    placed    the  Scales    tt  the  head   of  his    Exercises.     The  Pupil  can_ 
not    spend    too   much    +;me   in  their   Practice    previously    to  any  other   Exercise,   being  attentive .  above 
all,  always  to  keep    []\v  Tliumb  very   elevated,  to  have    more    facility  in   passing  the   other    Fingers    UJu  _ 
der  it  in  Ascendiut.,  a.i<^   ihe  Thumb  above  the  Fingers    in  Descending  the   Sca^le, 

This  Chapter  will  be  concluded  by  advice, which  the  Student  must  keep  eontiiiHally  on  his  mind; 

P.      He  must   always   begin  the  Exercises    (especially  the  Scales  )  very   slow,    obseijving  to  play  all  the 
Notes    of  the  same  length    as  equal  as  possible. 

2?     He  may    accelerate    the  Movement     gradually,   but  not  before  he  is  quite    certain  of  being  able    to 
keep,  in  the  length    of  the   Notes,    and   in  the  intensity    of  their  Sounds,  that  equality    which     alone 
constitutes    a    pure   and  brilliant   Execution.  "^  ■  ■  •>•. 

S^    The  Student    mu^i    not    Invert  the   order  adopted   for  the  Exercises:     consequently  he  must  never 
go  to  an   Exercise.    ..    Uss    he  can   execute   the   foregoing   one  fluently. 

The    Tijl!    is    an  exception    to  this    advice.    As  on  the   Harp  it  is  very  difficult    to  do  it    well,  the 
Student    must    practise    it  every   day,     from  the  very  first  Lesson    he   receives.    The  manner  of    per. 
forming    the  Trill    is  explained    (See  page  45.  ) 

Lastly,  as  the  Pupil  advances    in  the  practice      of      New    Exercises,    he  must    play  over  again  (twi . 
ce  a  week,  for  instance,  )  the  Exercises  which   he  has    learnt  before,  that   he  may    become  quite  fani 
iliar    vith  them. 


iOt:8  Harp    Instr 
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CHAPTER  IV _ 
ON    THK    SCALES 


A  firm  and  briiliaia   Execution  o»  the  Harp  cannot  be  attained  without  a  constant  Practice  6f' the  Scales. 

III  the  first  place  tiiH  Student   must    practice   attentively,   passing  the   Fingers  under  the  Thumb  in  the 
Ascending   Scales,  and  the  Thumb  over  the  Fingers    in  the   Descending    Scales,  that  no  interruption  may 
take  place    between  the  4'-^  and  b^^  Note,  also,  that   the   Four  first  notes   being  playecf,  the  Fingers  maybe 
placed   at  once    on  the   Four  nevt   Strings,  ready   to  play   the   Four  other  notes. 

As  the  Left  Hand  >vii;iii  »■!;  more   Practice  than  theright.  the  Student.  previoui«  to  his  playing  the  Scales  with 
Both  hands,  must  pruct'.c*    iheni  with   Each  hand   Separately,  until  he  be  certain  of  playing  tliem  willi  e(pial 
facility,  either  with  the  Ri^ht  or  Left  hand:  otherwise  the  Left  hand  will  continually  retard  the  motion  of  the 
Rigiit   hand,  and   he  will  inu  the  ri>k  of  never  acfpiiring  a  distinct  and  equal  execution. 


Ri-rlit  hand  . 
Ex.  I 


KXKRCISES   ON  THE   SCALES 
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Ex:  6. 


SCALES   in  which  the  thumb  and  the  third  finger  must  be  used  on  two  consecutive  notes 
by  gliding  .  . 


The  pupil  should  now  refer  to  what  is  said  page  23  in  the  explanations  which  follow  the  exercise  on 
the  interval  of  3.  that  the  thumb  or  S^^.  finger  are  used  on  two  consecutive  notes,  to  have  a  spare  finger, 
and  that  the  hand  may  be  entirely  free,  when  the  scale  is  ended,  to  begin  the  following,  either  with  the 
3^^.  finger,   when  the  scale  ascends,  or  with  the  thumb  when  it  descends. 

,     In  the  following  Exercise  the  3'"^  finger  glides  on  the  two  first  notes    of  each    scale  ascending,  and  the 
thumb  on  the  two   first  uoU.-  of  each  scale  descending. 

N.B.  The  not«  on  which  the  thumb  or  3'^*.  finger  glides  must  be  struck  with  a  sufficient  force  to 
produce  as  much  souLd  as  any  other  note  ,  and  the  hand  must  preserve  its  true  position ,  avoiding 
any  improper  motion. 


r\   Exercise.    Ascending, 
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2"*?  Exercise    Descending, 
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Ol'S:    Sometime  the  first  note  ofa  passage  Ascending  must  be  j)layed  with  the    a".*^  or  even  with,tlie  I'^Minu; 
as  in  the  lollowing  cxricises.  to  confoiin  to  that  rule  of  fingering  which  prescribes  to  have  the  thumb  on  the  las< 
note  of  a  passage  in  Ascending. 


EX:  3rd  KX-41-H 
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CHAPTER  V.  ON  INTKRvALS  \ 

An  I>;TL.RVAIi  is  the  distance  from  one  sound  or  note  of  the  scale  to  another  proceedins:  from  tiie  lov,- 
est  to  the  highest. 

Intervals  are  expressed  by  figures  which  indicate  the  number-.af  degrees  contained  in  the  Interval  ,  for 
instance  a  Second,  which  consists  of  two  degrees  as  C,D,  or  D.E.  is  expressed  by  thfe  figure  2,  a  Third  which 
.ontains  Three  Jegreei    at  C,D,E,  is  expressed  by  the  figure  3.  and  so  of  the  other  intervals  . 

A  DEGREE  is  the  difference  in  point  of  position  between  two   notes  :   the  scale  consists  of  Seven  degree?, 
Fi>-e  of  which  are  Tones   and  two  are  Semitones. 

The  SEjVllTONE  is  the  smallest  degree  »8ed  in  music  *  and  may  be  Major  or  Minor;  the  Major  sun, 
toiie    is  found  between  two  notes  of  different  name  and  position  on  the  stave,  as  E,  T:  B.C  :  C#.  D:  A,  Bb;  &c. 

The  Minor  semitone  exists  hetweei.  two  Botes  of  the  same  name  and  place  on  the  stave,  as  C,C#:  Db.D:  E.  Ei?  ; 

The  TONE   is  formed  by  uniting  the  Minor  and  Majar  semitones 


xone. 

1 ^ 


Toiif  . 


Tone. 


--r>         I        '        ;     I      I    ■     I    L  J^ Z~    ..        I 


1 — r~^ 


together,  therefore  C,C#.  D;  forms  a  tone,  C,Db.D  ,  another. 

There  are  m.;  ni;Miy  simple  primitive  Intervals  as   Degrees  in  the  scale,  viz:  Seven. the  intervals  above     the 
Octave  are  but  repftitions  of  those  comprised  within  its  compass,  the  9^*Ms  a  %'^^  the  10*^ a  3^^  ,  &c: 


♦    TtH,  a«i*rter  tone  which  i<»  th"  .HfTerence  Vtwppn  the  ^^  of  a  note  and  the  FJat  of  »no<hpp,^otween  C}f,«ndD;?,  orA# 
-^,d  B?.  ca*  be  exppfssed  cn'.h.>  Patent  Harp  with  thr-  dtuble  Action,  hut  not  on  the  -on^ncn  Har-  or  Piirn  J-orte. 


1.9 


TAHLEOF  INTl-'RVALSTHKIR  NAME  AND  FIGlRKis  . 
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Sixth. 
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Obs:  The  nature  and  nantie  of  an  Interval  remains  the  same,  whether  the  notes  of  which  it  consists  be  pl;iye<t 
ill  succession,  as  in  Melody,  or  whetlier  they  be  struck  at  once  as  in  Harnnony.  Two  or  three  Ii.tervaJs  soiit.ded 
toSether  foi-ni  a  Chord   (see  page  29)  the  fin2;eriiij;-  of  lufeivals  varies  accord '.ng  to  the  dishince  which  exists  between 

ti.e  two  notes.  GENERAL  KXERCHE;^  ON  INTERVALS  . 

R  hand.  ^*'Cond .  Third,  Fourth.  Fifth.  Sixth 


Seventh . 
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The  two  Notes  whioli  fornn  an  Interval  may  be  played  either  in  succession  or  at  once,  these  two  ways  wi; 
be  explained  in  two  distinct    chapters. 


ARTICLE  FIRST  ON  INI  ERVALS  PLAYED  IN  SUCCESSION. 

At  first  the  Student  nui>t  practice  each  Hand    separately,  and  then  both  together 


N«l 
P.ig^ht  hand 


EXERCISES    ON    SECONDS 


;ht  hand.  _g^       ^^       a^i^  i^^       _ 


V'O 


\y 


i:XKH(  ii^JflB  ON  TliStiDS 


N^4. 


fe 


^^^^r- 


N*!  5. 


^^^•^ 


gjttfffggg^ 


1?  1  >f  '   Ji 


pffffsit:f*\f*ff  ^f^^^' 


(Spf  the  obsen-aiions   nn  this  mode  of  ftii^eritip  Pa^e  23.) 


X  y 


-rzw 


^^ 


X     1 


I 


#^^ 


^^ 


£^±^^t9 


Ji^'ip  J I JJ.^^'^^ 


I  I  I  1^ 


fe 


*«1* 


:t* 


#*«^ 


m 


m 


t-n- 


isijfX    i    Vaaxxi 


^:«^ 


3:^3^ 


^^ 


N<)H. 


4hC, 


_i_V 


*Jti^ 


? 


^ 


*■  .^*-,*^^^^ 


>fjy2i>^i?3i9y 


Bfl^^Jt 


r^^^^rr- 


Harp  In  =  tr. 


^^^^^^^^s^ 


OBSERVATIONS  ON  A  MODE  OF  FINGERING  PECULIAR  TO  THE  AUTHOR  . 

hi  the  followiiijr  passage  and  a  few  others  of  a  similar  description  a  difficulty  occurs  which  miglit    puzzlt 
tlie  student  ,  aiul  whicii  on  that  account  will  he  explained  here. Ttie  passage  is  here  given  without  any  fingerin";. 


m 


^^ 


? 


:r53^ 


E^ 


^c 


This  example   consists  of  Five  similar    series   of  notes,    which    are    indicated    by   a    Line   drawn  over  theiu. 
Each   series  consists  of  five  notes   following  each  other  diatonically.  Muiy  performers  at  a  first  glance  vAuld  think 
it  necessary  to  use  the  4*1^  finger. 


121X12343X12 


Thus 


P 


^rrff^'f 


f 


3t> 


:^ 


T 


343X12      34 


7**9^^ 


T^ 


^^^^ 


But  every  experienced    Harp  performer    must    allow  that   the    Three    consecutive    notes     BAB  of  the  second 
group.   And  the  Three  others   A»A  of  the  third  group  Ac:    Cannot   be  played    with   the  same  force  aiid  nea; 
ness  with   two  fingers    of  such   unequal    length    as  the  third   and    fourth      as      if    the     third     and     >eco\ul  - 
fingers    were  used,  which    are    nearly   of   equal    length  -.    besides   to  pull   the    string    with  the  Little  finger. 
which   is    the   only  way  of  producing   a    good    sound.  It  becomes    necessary     (on  account  of  the  shortness  qi' 
this    finger)    to  turn   the   Hand  towards  the  column   of  the  Harp,    and   consequently   to   derange  it    frnni    the 
round    position   which  it  should    always   preserve;  if  the  performer    by  dispensing  with  thi   little  finger,  can 
avoid    distorting   the  hand,  and  another   mode  of  playing    the  passage    can      be  found,   it    should  certainly 
be    preferred,    conformably  to  the  First  Rule    on  fingering  (see  page  12  )   which    prescribes  to  avoid    useless 
motions    of  the   hand,    as    retarding    the    execution;   this    manner  of  playing   the    passage,  tlie  Author  thinks 
he    has    found,  and    consequently    he    has    ado[)ted    it  as   being    more    fav  .ralilr      for  th"    execution;     it     as 
follows. 


I2ixyl     232XX 


Si5^ 


Ac 


Obs:  l^     In  the  foregoing  example    the  Slur    over  two    consecutive   notes     fingered    thiis  xx  in\plies  thatbot) 
notes    must   be  played  with  the  Thumb,   but    that    after    having    struck   the  first    note   in  a    firm  manner. the 
Thumb   must  not  be  taken  off,  but    should  glide    immediately    on  the   next    string,  to   pljv  the  following 
note   which    must    be   detached     «s  usual. 

Obs:  2"'.  "When  Five  notes  ascend  diatonically  instead  of  desrendins.  the  fingering  must  be  reversed. 
an<l  the  Third  finger  must  glide  from  ^iie  first  to  the  secuid  <^X  the  five  notes,  and  the  four  remiHi 
ing     notes^Tiiust    be  played    by  the  S""^  2"^*^  and  pt  fi,jger^    ^iid  the   ihniub  .  * 


1068 


I'hi'P  TnFlr: 


•A.  k\v:rci>kr  on  Fourrns. 


^ 


NO  2 


,f  >j    IT 1 1 1  h !  IN  fTTi  rm  -4-n — #^ '  i' j^i^'^-^^-*^ — ^W\\  rn  i 


ifegjiia  MM^^^^tm^^m 


4.   ON   FIFTHS  . 

A  Miccession  of  Fifths    beii.g  offensive  to  the    ear,  is  strictly   prohibited   in  Music,  therefore  the  Author- 
has    not    given  any  exercise  on  Intervals  of  Fifth. 

•In  Ascending.  'i„    Docending. 

Wne.i    Five  notes   in    succession  occur,  they  must  he 


fiiigf.vi^    in  the  following    manner. 


*^  ^  I   'i"^' 


5.  KXKR(  mK**  ;0N    SIXTHS, 


^yVl^ 


^^^ 


/_  If:        f:  2  j> 


X    2    X    =i  # 


i 


•  /  _^_        p i* ;«c — # -J H \ 1 


'Z?, 


-<9-      \         \ 


g  I      2  #   g-y 


yp>     #  — ^ 


lLu^lIQ 


i#r  # 


3 


^ 


^ — a- 


?^ 


3 


I 


i 


i 


■0- 0- 


^ 


f-  f\  » 


? 


^^ 


*S^ 


Jt  .0 


^ 


*~M 


3        X 


54^ 


y^^ 


I 


s 


to^=^ 


ON  THE    SKVENTH. 


The    Seventh   being  a  Discord    must  be    generally  prepared    and 
resolved,  therefore  a    aucression  of  7*."    is  not    given   here.  Seven 
notes   in  sucession  are  fingt-red  tlius     _  _         _  _  _ 


-    --F= — 


'?■*--;.■ 


1    X 


:;    2  1     X     ' 


-ii 


KXER(  ISKS  ON  OCTAVES 


P 


fi: 


C:^. 


m 


T^   X      :i  3  ■« 


^-: 


r:       t:     iL 


-w^--f'X^- 


^^^M 


p^m^^ 


3r=rric 


— (-- 


:^^=f 


jf_*. 


•   -V  S 


^      <^     X       .-J      X      8 


^FWP^^^^P^ 


-4- 


.   I! 


I 


• 


#  ^ 


»     • 


^^Ji^M^^^Wf^r^^^^ 


Wjjy ^i^jff^i.1,-^  i^ilf/i  :i"^^  fi.frJ'^tJ^li 


j'r4Tv;ibrx-y-.^La  Ls  LTJ  ^  '  ^  L^  Lfl  LrH-^ 


=^v    * 


gb>^:Lr:i;Ta^ 


^P^ 


te7:n  (;i  n  H  i  r   r   T^ 


3    5<    a  2   X  3 


Each  hand  separately 


r^jJ^^'j^rd/d/d/IC^^^ 


'i  t)  f 


m 


^i« 


^ 


? 


EXERCISE    ON  DISTANT  NOTES  . 

xixixlx2x2x3X.'? 


IOCS 


AR'l  ICLK   2'-^ 
ON   INTERVALS  PLAYED   TOGETHER. 

Sou.ttiiues    thf  Two  notes   which   f  oi  in   an    liitfival  are  to  be  played  together 

EXERCISES    ON    THIRDS. 


aa 


N'.'l 


H.H«nd. 


r^iSiii* 


^^ 


4 


NVa,'  ^  1  ^ 


^^^^^^m 


'rrn  sn  iiU3^_ 


NV3, 


><  A  X  I 


N'.*4.  ♦  _^^  N"5._^_ 


V    1    X    1 

2  3    2    3 

NVB.1   X    1    X 

3  2      3" 


■*     3      2     3 


V  .   X  i^^^^   .  .a.   ^M.  X  1  X  1       .?*sa  "*" 


Me^ 


X       1       X      1 
2      3       2      3 


i^^ 


^ 


H^^^ 


When  the  movement    is  not  too  quick  it  is  allowed   to   play   several 
consecutive   notes  with  the  same  fingers. 

y*)    play  a  scale  in  thirds  D 


#yj  TJ  ^j    'i 


R;Hand. 


ding  when  the   movement  is  quick,  always  glide  the  thumb. 

*"   ^~ '       1     1    -l    2    a 

i         <>        <i         ^. 

2    2? 


rassa 


Oth*     . 

X     X  'v     ^ 
1       1     ?    X    X     X 


'    LS  r.   X   X  >-*■:   -^14     ^       T  .•;  ^  X  X        "^-J^  3,2  1   '   I    ,    ?  '^  X    X  X 


Bad  fingering 

^    ?   ^    X    X   X 

i    '      I      1     f    5*       XX 


X       X    X    X 
'        I     2     3 


Presto. 

X    X   X 


X      X     X  X        XX 


X        X     1 
2      3 


X  X      1 

2  2     ;{ 


i    ?  * 


KXi/KClSKy  ON    KOI  RTHsJ.  '<    i  >c    i 

I       I 


EXERCISES  0>  SIXTHS. 

I  f'T)  jp'^^::^ 'p       r       I     I      II    I      I     1 ^^  f  f    ™  I"  *  ^^'^*'  movement 

\  ,^0^-f:''^  I     ,  I      /  f-^r-f^  the  Sixth  :nay  be   fin  I     '  J     '     ' 

I^^^^V^W"^^^-    !  J  J    ff^iiF=     I     lr^;-'=^^  g*-'"^'^  '"  **'*'  following       ^^^ri^4T 

NO  J.  -^    r— 1  ^'"^-  r*^ 


-^3#^      Good. 


mtt^r-fiii 


'    2    ? 


P. 


0'> 


-iff   ;--.j 

The  Second  fing;er  must  rot  he  user!  in  j^Iidinjc. 


EXKRCISE    ON   OCTAVts 


V!l, 


K.Hhii.) 


L.Huiid 


i 


•mm     ^ 


g 


J"7?~irr- 


« — »-« 


^ 


-x^ 


^ 


rTF 


f^  ><^  x#- 


^ 


lEi 


->c_^ 


-»-)^ 


-a- 


i 


m 


TW 


1 


x# 


X  #  y- 


*-^ 


ttl 


J 


N.B.    Ill  pTayiiig  the  furfgiuiig  exeicise,  cai^'fully  avoitJ    placing;  the  fitigtrs 
of  the  left    hand    which  are  not  used    (the  P.* and  2 '^4  )  between  the  strings  to 
serve    as  a  point   to  lean  upon,    a  fault  which  many  Harp  performers  are  guilty 
of,    this  cramps  the  motion  of  the  hand,  especially,  when  octaves  are  to  be  played  quick. 

However  when   several    consedftive   Octaves   on  the 

same   degree    are    played,    it   is   allowed   in    order    to  . 

support    the  hand,    to    rest    the  intermediary  fingers  i^ 


on  the    strings   without     striking  them  .    thus.    _        _     _ 

EXERCISES  ON  OCTAVES. 


3  -#--#-  ■#- 


s 


iii   i  i   it 


i 


R  .  H  .  T#- 


]Ot:s 


^177— ~-^^_^  ^i-'L^     \..\\.t.f.i-^x^i^'^--^^^  Bad.  M^ 


Hfi'p   Instr-" 


■^    ? 


28 


"When  two  liiler\al.s   are  joiiieil   together,  they  are  lingeied   thus: 


3i"d    aiifl  4t*> 


1 


-J-^ 


8'-'^  and  a*^^ 


5 


i 


i 


_>L^- 


S'-j'  and  7l^ 


-'-5- 
-^^-^ 


i^i^E^lsMi 


1 


4*^1  and  8n^  5t^alld  SX*'    .       %^'}  and  8V^ 


7tl?aiid  8\e  f»^\'  aii.i  T^''         I'^b  aai  W'-'p 


i  fj- 


i 


-t-<9- 


1 


TTT 


I 


1^^ 


^- 


i 


-3-^5- 


-a^^ 


-«-^5^ 


-3^5^ 


-^^>- 


The  fingering  of  llie  three    first    Intervals  change  when  they  are  followed    or   preceded    »>v     ii; 
notes    as   in  the  following   examples 

K  H.  e=== 


hrl — X     PL'     is —  •»<+ 


i 


K     X      X     X   yf  "f-  "■*■ 


^ 


i 


^ 


H h 


iifci 


•i  m'i0  2 


x#l>_jr 


vir: 


3* 


-T«*-i-<»'-'4»— ;-!^- 


When  a  series  of  Intervals  occuv,as  in  the 
following  example,  the  fingering  must  not 
vary  at  every    chord  . 


EXERCISE  ON  TWO  INTERVALS  PLAVED  TOGETHER, 


R.H 


Each  han<l  separately 


*5i 


^^#^ 

^ 


i 


e^ 


f^iflpif^^^p^ 


Bdih  hiindstogeiher 


itrxriiii 


!l 


m 


g 


r  g  r  g"^ry^^^ 


r  II  T^^ 


!jf  llffi 


*  0~7 


L 


f=f^ 


^    !»   -:»-»- 


Z"^':^, 
'      ^ 


Two   Intervals  followed  by  a   Swingle  note    are  fingered  ,  thus; 


Jofi"^ 


n  i-v  Ti.tr: 
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Three  or  four  Intervals  pl.yed  at  once  form  a  Chord. 

The  notes  which  forma  chord  may  be   played  either  at  once  or  in  Arpeggio,  these  two  ways  Mill  be  explained 
in  two    distinct  Articles. 

ARTICLE   V\        '* 

ON  CHORDS  THE  NOTES  OF  WHICH  ARE  STRUCK  AT  ONCE.  (ACCORDS  FLAauEs) 


To  play  the  notes  of  a    Choid   iiian  abrupt  manner,  the   four  fingers   must   be  placed  at  once  on  the  strings 
which  they  are  to  strike  The  wrist   of  the  rij^ht   hand   must  lean  on  the  table  of  the  Harp  and  the  hand     must   be 
sliictly  kept  in  the  positinii    txplained    (  \■•.\^^'  \\  \  that  it  may  pull  the  four  strings  at  once,  with  an  equal  force, 
so  that  the  sound   of  one  note  may  nut  be  louder  than  that  of  anolher 

.NB.  Owing  to  the  position. if  the  fing»rs,  the  chords  which  have  a  Third  at  top  and  bottom,  and  which    are 
marke<i   by   Asterisks   are  more  difficult  than  the  others,    therefore  the   student    must  practise  them    oftener 
that   he  may  play  them  with  equal  facility. 

Let  him  practice  the  following  examjiles,    striking  the  Chords  with  equal  force  and  at  equal    intervals  of 
time,  without   stopping  on  the  more   difficult  chords 

EXERCISES. 


Right  hand 
N'.'l. 


<        Left: 


3 


p5 


v.' 5. 


NV6. 


1 


SI 


1^» 


xi9- 


^=^ 


II 


153 


-«-^ 


-i9- 


i^^^^^e 


=5 


N97. 
R.H. 

7^ 


•J  3-0-    3>-     S-0- 


■^m — ^ 


Each  hand  separately 


-*!*— *-— -St^  ^—  9^-^  0  — -g      0      i      » 


H= 


3  -0-     3-0     3-9-         0       -0-        ^  ^  '  '  I  I 


Exerci«;e  on  Chords  dista  it  from  each  other  . 


N9H. 
R.H. 


P 


* 


-0- 


1 


4 


a  ^ 


:£ 


Each-jJ-hand  separately 


i 


i 


f 


iEEt 


f 


E 


1.;<;S 


^       In  the  foregoing  Examples  the  Chords  are  disposed  so  as  tu  »i-"op 
clear  of  consecutive    st'^ahd  S*-*^*  which  would  take  place     if  the 
fcUowing;  disposition  was    made  use   of .    _. 


Bad, 


% 


-ih-      * 


*) 5- 


* •- 


.iO 


^Vritt 


ON  CHORDS  PLAYED  IN  ARPEGGIO. 

A   Chord  is  played  in  Arpeggio,  wluu  the  notes  of  wliich  it  is  composed  are  played  in  succession,    and 
with  great  rapidity    let  the  tinne  be  what  it  sotll. 

Arpeggios  are  particularly  suited  to  the  Harp,  this  liislvuiiient  being  unable  to  sustain  tiie  sounds,  and 
the  vibration  of  its  upper  strings  being  \e\v  shoit,  it  is  necessary,  especially  in  slow  movements,  tp  prolong  the 
harmony  by  ficticious  means,  which  is  done  by  playing  as  much  as  possible  all  the  chords  in  Arpeggios. 

When  a  Ciiord  is  played  in  Arpeggio  this  mark    (  orthi&|  is  placed  before  it 

Right  hand .  "  .  . 

'^   or 

X  YV         .  >rj  H       Some   Composers  make  use  of  a   line  across 


Played. 


1^=8= 


I 


the  chord  thus  •,  But  this  mark  is    not    in 
common  use. 


NB.  Arpeggios  genenillv  begin  by  the  lowest  note  of  the  ( li.rd. 
Arpeggios  forthe  Rigiit  hand  '  Arpf»g£ios  for  the  Left  hand 


^ 


I 


WVilten 


Played. 


^  i^, ;  <^A4^ 


^ 


Obs:  \\  In  a  quick  movement  chords  in  succession  are  seldom   played  in  Arpeggio,  as  if  would   retard 
the  speed  of  the  time  .    , 

Obs:  2^^  When  a  Chord  is   played  Aipcggio    with  both  hands,  the  Left  hand  must  begin  first. 

ARPEGGIOS  WITH  BOTH  HANDS. 

,  Written  thus  .  Played  thus 

R.hand."'^''' 


TT 


i 


-&- 


■Hfs^^     I    11-^',-^ 


Exercise. 


3IZ ^ 


125=2: 


J    ^?a    I  ..? 


p  ig^  'li-  ^^^ 


^B=^ 


^ 


I 


r-«^ 


Obs:'^.  Two  notes  joined  together,   although   they  do  not  forma  complete  chord,  maybe  likewise  played  in 

Arpeggio.  .      •  •  . 


EXEJRCISKB  ON  ARPEGGIO. 


F     ..  T-t 


-tp. 


PfzLj^-j^ftrf- 


*mm 


*  -^  *  w  '  ■  ■ .  ,  • 


N'.'B. 


^fi^-v'^^^^'^^^yy  ^^^1"-' 


1 

-6*- 


^n  v:^ 


W 


>''.'j;i. 


1  .,-#:^— I**— 


'nfiS 


-^-:i-  -j"^^  i-^ir'    i^' 

■iP-  -IP*^  -*t  -♦• 


Htp  Inn: 


*-5i»>^,.;^. 


i^^^^^mm 


i^;^}\/i:^'i^y-i-i 


SI 


'^^^^^^S^^m 


•M'2l. 


^"".22. 


X  X         .     X 


w  -    •  w  \ — ^ 


(  iiAi'i  i;k  VII    "  ^ 

ON    in  K   rKDALS  . 
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Th..  right  ,nH.mgem.,.iof  th,-  Pedals   forn.s  ,u,.  of  the  uu.^t  essn.fiul   re.juisites  .tu.„a  gm>.!  Harp  pe.-r..nue.-. 
as    the  Modulations  om  that   Tnstru.nent     .a.u.ut    be  ir.trodue.d   without   their   assistance-,    therefore  the  Student 
most  pay  the  greatest  attention  to  the  precepts  and   .xan.pl.s  ^iveu    in  this  chapter. 

The  explanations  to  he  given  on  the  Pedals  relates  only  to  the  Methanisn, ,  and  not  to  the  Key  in  which 
music  for  the  Harp  should  Le  pl.^.d.  Jet  the  pupil  put  the  I.,str,.,.e.t  in  its  NaturalKey,.  that  is  to  say 
with  all  the    Pedals  Up  ,  that  he  ...ay   .,  e  the   ell.  .t  of  each  pedal 

Theit-fore  if  the  pupil  has  a  Comn.on  harp,  let  him  put  it  in  the  key  of  Ec.  if  he  hasa  harp  with  Double 
Action,  let  hiu.  put  it  in  the  key  of  Cc'.  TJ.e  pedals  serve  to  raise  the  notes  One  Sen.itone  on  the  common 
Harp,  or  Two  Semitones  on  the  Harp  with  Double  action:  There  .are  as  many  pedals  as  notes  in  the  scale  , 
viz   Seven  *   all  the  Es  correspond  to  one  pedal,  all  the  Fs  to  another.  Ac.  ,„M,irf^   ^ 

The  Pedals  are   placed   round  the  Pedestal  of  the  harp  ,urthe  following  order",  the  Three  pedals    on    the 
Left  hand,   corres,,ond  to  the  BV  the  C's  and  D% ,  the  Four  pe'da'ls  on  the  Right  hand  side  correspond  to  the  E's. 
Fs,G^sand  A's  .+  The  pedals  are  moved   by  IV.-sing  on  any  of  them'the  extremity  of  the  foot  (either  right  or  left) 
*t  When  a  Sharp  or  a  Natural  is  accidentally  introduced  .  the  pedal  need  not.be  fixed   into  the  notch.      But 
kept  down  with  the  foot  during  the  le.igth   of  the  note:  but  when  the  Sharp  or  Natural  is  after  the  Clef.orwheu 
the  modulation  lasts  for  sometime,  the  pedal  must  be  fixed, after  having  been  pressed,   by  drawing  it  into      the 
Notch  cut  on  purpose  in  the  Pedestal  of  the  Harp,this  gives  the  performer  the  free  use  of  his  foot  for  another 
pedal   if  wanted.   (See  the  plate  figure  5.) 

On  the  Common  Harp  each  Pedal  ojily  produces  a  Single  effect  on  the  string  to  which  it  corresponds,that 
is  to  say,  it  sharpens  the  string  a  Semitone,  Because  the  pedal  wheii  pressed  by  the  foot  and  placed  iuthe 
notch  cannot  be  -lowered  any  more  . 


'  Natural   sound.  A   Semitone  higher. 


E\:  On  the  Common  Harp  , 


^^ 


S 


"tT  Effect  produced  by  pressing 

3r  the    Pedal  . 


It  is  the  same    for  the  other   Six  notes   of  the  Scale. 

Upon  the  Haip  with  the  Double  action, each  Pedal  sharpens  the  string  two  successive  semitones,  heciiuse 
after  It  has  been  presse.'i  >iy  the  font  and  placed  into  the  first  notch,  it  maybe  still  pressed  a  second  titne, 
n'.id   pluced   into  the  secoid   notch  .( See  the  plate  Fig:5.) 


N.itural   si'iwid 


m 


^t-0- 


First    Semitone 


Second     Semitone  . 


First  effect,  the  Pedal  being  pre^ 


^^ 


I 


Second  effect,  th*    !*•  dal  In  iug  pn^ss 


l-ed  and  placed  intothe  first  imif  h.     [  ed  an, I  placed  into  the  ^econd  notch 


♦     Th-  ♦^(i.imon.  Harp  has  the  sanu^    namher  ofPi^dal, 
*  -•    I'l  |iPo=sing  the  Poclftis  cr.Iy  th>^  pxtrpinity  of  the  foot  must  be  used,  the  Tl'  cl^;  inii=t  be  k'^pt  ekvatMl. 
^-     •i^^thepMe  Fig:  4.  yx„.„    jp.,.. 


On  l\u'    Harp  v,i'h  the    Double  Action  a  perfminer  tan   play   in  Twenty  se>en   keys.    Fifteen    major     an<l 
Twelvf    minor,   as   follows.  ^  '  •- 

Major  keys  with  Sharps  C,G,p,A,E,B,F^C?.   with  Flats   F:;,Bb,Eb,Ab,Db,G  b,Cb. 

Minor  keys  with  sharps    A.K.B.FS.CJf.  with  Flats  D.G,C,F,  Bt?,Eb.Ab. 

Wlu  rea^   on  the   I'omnion  Harp  he  ran   only   play   in  thirteen  keys,  Fight   major,  and   Five  minor. 

r":     When   ail  the  Pedals  are  Lp.  the  Harp  is  in  the  key  of  Cb  major,  and  all  the    notesof  the   Scale  are  Fiat, 
(Fx:  1.)  See  t»'e    plate    Fi,S;l.  .  "  . 

■li'".'    When  all  the  Pedals    .,re  at    the  first  rest,  the  Harp  is  in  C^   major.     (Ex:  2.)    Fi-;  2. 
S""*?    Wh.ii  all  the  Pedals  aie  at  their  second    rest,  the  Harp  is  in  Cff  major.    {Ex:3.)  Fig:  3. 


The  Seven  Pedals 


Fx.-l. 


-"■■'^^^^p 


,1  J  .1 J  i  ■'  .1 


^— -r^^ 


1 


The  Seren  Pedals  at  the 
centre  or  first  rest. 


The  Seven  Pedals  at  their 
second  rest  . 


•^Ex:3.      ^ 


t=jt 


t=Z^ 


^> 


1 


fV^ij  \^^^ 


^ 


m 


On  the  Common  Haip  when  all  the  Pedals  are  up,  the  Harp  is  in  the  key  of  Kb  major.  (Ex:  1  .) 
When    all  the  Pedals  are  fix'd   the  Harp  is  in  E  major  :(Ex;  2.) 


Ex:l. 


^ 


I^ » 


rt-f-^ii 


Ex:  2 


gE 


3C=C: 


r~^- 


^1 


OIjs:  All  the  Lessons  and  Exercises  of  this  Method  are  written  in  the  key  of  C  ,  the  Natural  key  of  Music,  and 
the  best  calculated  on  the  Harp  with  the  DonVile  movement  for  Modulatins:  either  into  keys  with  Sharps  .  or 
ii  to  the  keys  with    Flats,  as  may  be  seen    by  the  followiti^   Example. 


Major  keys  with  Flats  atthe  signature  . 
rnfixDU.     Unfix  At.  Uiifix  ES.lnfix  B 


Central    Key 


i 


^ 


^'/  rj    i  ^  b 


t^-^ 


Ab.  Eb.  B^.  F 

Unfix Gt;.        UnfixCtJ.       Unfix  Fl^. 


V7  Db^ 


zrt 


^ 


^ii ISjM-^ 


^—^ 


Gb. 


cb. 


Major  keys  with  Sharps  atthe  signature. 

FixFft.      FixCJ».      FixG*.    FixD;(. 

# r* 


-y-^ 


^ 


-zn 


D. 


A. 


E. 


Fi\  E;f  Fi\B#. 


-j»^ 
-»*- 


F«. 


C«. 


•■. 


'%      The  f'iiippring  on  th«' Harp   is  tho  same  in  »I1  the  keys,  an  advaiiUige   which  the  Piano  Forte  does   not  poPBrte 

tncs 


«  


,  /////<  //' 


J  I.. 


:;>/?/ 


V  ^  C  P  ^  b  ,i  ^  ^  J  ^' ■'■''••■•  '■ 


^}n 


/>  /^  ^ -'-!  i  ij  ■' 


>  n ':  s 


ob 


A    COMPARATIVE  VIEW  OF  ALL  THE  KEYS  THAT  CAN  BE  PLAYED  IN. ON  THE  HARP 


HARP  WITH    THE  DOUBLF.  ACTION. 

.'.it  yj 

Major  kej's  with  sharps  Rt-lative  Minorkey 

A, 


B. 


F. 


5 


-&- 


c^. 


m 


-&- 


1 0  0  8 


E. 


#=^-^ 


//»  i>V 


B 


-s» 


I      I 


i: 


:^ 


F!;. 


^^ 


C3. 


— 77»_ 


151: 


r** 


tt 


P 


^ 


irf    ;^  »J  ^ 


^ 


J*'    The  Rt  lafive  Mln(-r 
of  any  Mnjop  Key  .   is 
plp.yei\  a  Minor  W.  lio. 
low  or  aMnjiip  (i^Vabovp 
the  Major  K.  y. 


(  . 


THE  COMMON  HARP. 

Major  keys  with  sharps  Relative  Minor  keys 

A. 


G. 


I), 


-i:^^ 


E. 


1 


5 


i 


5 


P 


P 


«« 


¥t 


Harp   Tnstr . 


221 


:^ 


_fiL 


-Q- 


-G- 


S 


£ 


E. 


*/ 


P 


^j    gJ      ^ 


-^ 


-l^^X-*      * 


li'/ 


HARP  W!Tli  TUK  DOIBLE   ACTION  AND  ON  THE  COMMON  HARP. 


HAEPWITHTHR    J^OURLK   ATTKJX 


Ma.iur  kMysuith  llals. 


M  itioi-  ktys. 


"  W^=\  ''■■  ^^ 


^ 

f 


-^^ 


-> — H 


a 


n.'. 


L-t^ 0- 


■lu 


^ 

O 


' '^ 


rt 


^ 


^ 


-5^ 


?? 


Sffc=^ 


D. 


G. 


:|j-.n. 


P 


g^«*  * 


5 


^ 


P 


=g^' 


i 


* 


<'.>  ^j  » 


f^^=^ 


u- 


=^p^-= 


o  ^!4>  ^ 


-;4 


tc 


i£ 


c. 


Bb. 


THE  COMMON   HARP 


Major  kfys . 


P 


E. 


P 


P 


;.->(•'<} 


r,    !•   r4 


22: 


^ 


^^^ 


-«^ 


22: 


t?  \i        o. 


Minor  kevs, 


"^ 


D. 


i 


G. 


ii^ 


r==g3a 


g^ 


P 


» 


■ST 


3 


P 


»h       g  I" 


^ 


tr: 
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KXKRCISES  ONTHK  PKDALS  .  "  >       * 

Ohs;  l1   When  a  Pedal  is  to  rfiiiaiu  .Inwn  fur  som^•  fim*-.  if  must  le  drawn  in<o  the  Notfh  cut  in  the  Pedestal  ot 
,the  llaip  ;    Tile  \*  («i  ils   t'ivBorA.  are  generally  marked   under  the  notes. 

Wkien  the  same  Pedal   must  be  unfixed,  tiie  word  (Off)  is  generally  inserted. 
Obs-.a'?    To  play  the  followifg  Kxercises  ,     the     Harp  with  the  Double  action  must  he  in  Cl^  <hat  is  to  say 
with  the  Seven   Pedals  at   their  first  rest,   the  Common  Harp  must  be  in  C  Major,  with  the  Pedals  of    B  ;  K 
and   A  fixed  ,  .  -  ^ 

In  the  folic, wing  example  the  Pedal  of  F  must  be  pressed  without  being  fixed  , as  the  F#  is  but  transient. 


NB.    This  mark  M  bH.ws  when  the  Performep  on  the  Common  Harp  must    stop,    and  these   ^  ^^  wherehe  may 
resume  tht-  >l(idulati')ii  , 
In  C. 


Kx:  1 


-m — f  —  *■        0      I       M        0         9  m 

^ ' *< -^ ^ ^ -J^ -^ 


DS: 


3 


is: 


22: 


:2: 


I 


-G- 


-O- 


jq: 


i 


■^ 


In  this  FJxampIc  liie  J'-d.d  of  F  must  be  fixed  after  beinS  pressed  as  the  modulation  lasts  for  some  time. 
li;C.       .  ,       InG.         •     I  1  IiiG.  '    • 


Kx:  2.y  •-" 


w 


-J  S' 


A 


(fixFjf) 


^ 


^ 


■*« 


51 


XZ. 


j2_ 


^ 


i 


^  -t 


^ 


3 


^-^ 


•e- 


nz. 


r 


i 


Modulation    from  C  into  all  the  Keys  with  Sharps  at  the  Signature. 
InC. 


Ex-  1 


InD. 


gYyl^fr^^^s 


22: 


-s- 


(fUCf.)' 


^ 


f 


^ 


In  E  . 


S 


i 


t« 


t± 


% 


^ 


f 


«=^^ 


:^ 


-«^ 


2z: 


(fixD?.\ 


p=HTT^^^rrj 


(f««Ajf.) 


=8= 


In  K#. 


f 


#  _^   #     #        '"       ^' 


-i9- 


g 


(f,xE#.) 


•> 


-6^ 


^B 


te* 


t 


•ii\*  r , 


I \ 6K 


9 W 


~rr 


Kx:  2*K  Return  fVu,u  Ci^  iwC^. 


-«'' 


^^ 


Mo.lulatiou  fro.n  C  into  all  tV  Major  Keys  whh  Flats  at  the  Signature .' 
Slow.  C.  ,      F.       '  I  I  "     '      B7 


Fx:  3'''! 


■^^te 


(B:]ofr) 


Kb. 


^ 


(^^ 


-^^r'm 


o 
Db. 


Fx:4'''.  Rtiurn  fromC?M;ij.irt<>  Clj. 


-©- 


(rb  off) 

^  r  I  ^' ~^  I  ^ 


— «— ^— ■ — 


^^GiTT 


^^ 


I^ 


I  !  ^rixC5)  :f=»oi  (fl 


c^f;)  I      ^      !^r.xc5)  .     :f=««*P  (f«r)t!) 

Kb.**!  I        '         B^       ;        ,        ;  K  .  .,        '       ,       ,      ,  '      ' 


(fix  a:;)  (fixE:)  (nx^^B.^) 


Modulmiuu  li'jiu  A  into  all  the  Minor  K*ys  with  Sharps  at  tile  Signature. 


Miulnlivtion  from  A  Minor  into  all  the  Milior  Keys  -with  Flats  at  the  Signature  . 


l^H-vfffe^ 


i!]x:6.. 


Kx:7. 


D, 


^ 


^ 


— »'»— ' — 


-#»-:r- 


3=J  tg  it"ri^ 


^5=^ 


^ 


/ 


i 


"^?      ^^^      ^ 


4=^=;^-!f 


-I 


^^m 


Obsfiv*  .    svlu'ii.  a    [Ktssajle  as  tlie    follcwiiiji    ofcms,  the  TUvvv   pedals 
<.r  K-,(i>aii(i    AS  must    lie  pie.ssfd   al    »uice  with  the  same   foot,  for  besi<ies 
•  hat     it   ran    Iv  Hsitie   vnthcut  any    iiic.uvenieiKe.  since    AC  fnllows  immediately  Fnt    and  G  is  not   heard  diii-iu- th.- 
■h'lit   lirue  that    the   fo..i   i>  .,ii   the    .iher   pedaN.   the  pei-former  could    tiot  in  a  quick   movement  find  time  en 
•  ih     1m  fix  the  pe.laU  ..t    F  >ud    A. 

ON  THK  CHROMATIC  SCALE  . 

« 

This  Scale  is  loi-med    by  a   series  of  Twelve  Semitones   alternately  Minor  and  Major 


rtigiit 
iland. 


Hand.     \^'        #y#    »? 


^^i^^-^^n^^ii^F^ — ^^^g^^vs^^i^^^^ 


NR    On  the  coimuon  Haip  the  At  marked  with  the  Asterisk  *  is  played  on  Bb. 


KXKRCISK  ON  0(  TAVKS  W  ITH  CHROMATIC  NOTES 


Right 
Hand. 


l,.tt 
Hand 


Some   Performers   play  a   succession  of  semitones  in    ascending 
liy  playing   "iily  tVie  natural  notes.    Iea\in«i  to  the  vibration    of  the 
filing;     suddenly   pressed   by  the   pedal,    tn  form  ihe  sound     of   the 
**h  I'. p,v\iihout       --iriking;  the  strins;  a  second  tiine  .    _____     \Ky 


Not  played  but  produced  by 
vthp  vibration  of  the  strings 


Played  ^ot  played\ 


In  a    I)es(  enciii  £    '•eric-    they    pla\    the  Chromntic 
tile    folic  .V  i  i.o;     mai  i  ii- _         —  _ 


Play»d  .    N'ot  played  .  Played  .  'Not  playe*!^. 


'I'his    m.ide    ,,f  pbyint;   produces    a  wretched    effect,    as  it  destroys   the  tvso   principal  requisites  for  a   ^ 
■  .<    i;v» .  i!i";,!..  vi/-    h:q,;Hlitv    and    distiniUf-    in  the  sounds.     l;i  the   first    place    the  sound    is   xmA  «listinct , 
.<      '    »-    i,oi    se-i-h    i'   •,i-<!v  the  decree  and   j-iich  ^vhich  it  should   have:    and    secondly,  the    sound  is  not  e.ji     I 


1\    -I  '  ■  \\\  :  •  It  -  ,   f.  I-  it  Vieco-nes  \vea<;er    as  the  vjiivation  of  the    string   Lfcoiucs    so, 


4^ 


CHAPTKR  Vni 
ON  BORROWED  NOTES    .  / 

To  extend  the  nairow' limits  within  which   Mnsital   roniposition   for  the  Common   Haip  are  confined,  ow 
ing  to  its  imperfection,  Borrowed  Notes    must  be  used,  tiial  is  to  say  that  when  the  Sharp  of  a   note    cannftt 
be  played,  tin    Flat  of  the  note  above   is  played  instead  of  it,  and  vice  versa,  When  the  flat  of  a  nole     cannot 
be  played,  the  sharp  of  the  note  below  is  taken  for  it  . 

EXAMPLE . 


Written 


Played 


For  F?  which  cannot  be  played  on  the  Common  Harp  ,  is  substituted  Eti  .  for  Cb  ,  Bt| ,  for  Gb.  F?.&c; 

Obs:  The  inconvenience  arising  from  borrowed  notes  is  very  great,  for  besides  that  the  necessity  of    strikins 
tile  same  string  twice  hinders  the  rapidity  of  the  execution,  and  that  the  Action   efthe   pedals    destroys    its 
equality .  the  fingering  is  changed  ,  so  that  borrowed   notes   can  only  be  introduced  in  a  slow  movement,     or 
\u  playing   chords . 


Written 


Played  . 


^ 


TS 


g  b' 


zt 


-^rv- 


i 


zz 


3 


5»- 


22: 


I 


^ 


nz 


nz- 


f 


-:iXi^ 


:ui 


i 


An   attentive    perusal  of  the  Diagrams    Page  ,SH   will  display   to   the  student    the  rich   resources  of  the 
Harp  with  the   Double  action  .   and   the   inutility   of   borrowed  notes    on  that   Instrument  ,  which  can  expres- 
any   note  in  its  true    state:    However    when  a   Double  Sharp    ora  Double  Flat  occurs  (which  is   very   seldom 
the  case)  borrowed   notes   becomes    necessury  .  *. 


Writt^ti  . 


Played 


^ 


^        '^      ^     .^.m        »        I  I  II 


p-  J  >:.  J  i=^f^ 


*  ^^  J  s 


■si 1 ^ 


<,^ 


i 


i>  >  '-^  'rMi 


♦      To  prprpss   a    Doubl?   Sharp  op  Double  Flat,  even    on   the    Paitnt  Hai'j)  aThifd    action    of  the  Pedals  would    be 
necy^ssary  .  which   would    render    the  Mechanism   toe  omplinxt.  d  .  •  ~ 


eH.APTKR  IX  •^• 

O  N  d  R  A  C  K  S  . 

Graces    are  Notes    added  1„  a  principal   n,.e,  for  the  sake  uf  Ku.bellishmeut  or  Expression.   The'chief  j:.  . 
c«s.,.ethe  Appoiigiafura  the  Turn,  and  the   Shake. 

ART;!*  ON.  THK   APPOGGIATURA  OR  SMALL  NOTES. 

The  length  of  the   Appog^iatura   is  nof strictly  fixed,  it  .lepends  chiefly  on  the  character  and  expression  of 
the  piece  ;  Generally  speaking    (especially  in  slow  movements)    h  is  equal  to  one  half  of  the  Ion?  note    l,..'>-e 
which  it  is  placed. 

The  Appoggiatura  is  always  played  Legato  with  the  following  long  note  . 


Appoggiatnra 
written  thus. 


J 


TH 


^ 


r>  y  Played  thus  ffi 


-p.     , 


or 


1^'         2_.j 


V- 


^ 


'm 


'       Sometimes  when  a  Composer  wishes  to  fix  the  precise  length  of  the  Appo-gintum.  h^  expresses   it    in  the  *h) . 
lowing  manner. 


Written  thus. 


P 


^-     "Ir.Jl.j^^T^^  Playedthus  ]  J^     }  fj        W^lj^WE:^^^ 


tZ2: 


l^a— "'^^P^ 


ttziX^: 


zt^ 


m 


Written.  I 


Played, 


^  If  -"r  If  f  I 


EXERCIriK  ON  APP0GGL4TLRAS . 

^ n n     An — ^-^ — 0 ^ 1 n- 


Z^ 


^^ 


When  two  Appoggiaturas  occur,   the  Second  of  which  is  aboye  the     jsjow.  ^  ^  ^» 

Principal    note,   In  a  slow  movement   they  must  be    fingered  thus^    _  \^  'z't^ j^x  I        ^  *       ""^^ 


pressing  the  thumb  on  the   second    Appoggiatura.  r  "^        2x         •; 

This  mode  of  fingering  closely  connects    the  second    Appoggiatnra   t"  lhe    principal   note,  and  contribi.n- 
to  the  expression.  , 

In  a  Q,uick  movement  the  following   fingering  may   be  used  . 


An  Appoggiatura  placed  before  one  of  the  notes  of  a  Chord,  is  played  as  in  the  following    Extinip^^'S 


In  a  Slow  movement . 


Written. 


Played . i 


In  a  ftuick  movement.]     In  a  Slew  movement, 


# 


X^ 


Z^ 


:^JL# 


44 


Wilt  11  ;i  D.iiiLl.'  Appo.^giutura  occui's,    iu  a  Slow    inovenifnt,  it    is  played  as  at    A,    and  iu  a    Qiiick 
ni((veni»  i.I    a>   at    B . 


now. 


Written 


Played 


JE^ 


^ 


8= 


_ r — LK_^.-^ 


Quick .  -'  ^ 


(n<l 


ARTICLE   2"^   ON  TURNS  . 

» 

The  Turn  consists  of  Tliiee  Notes,  the  piiii(i))ii  1    note  ,  the  note  above 
and  the  note  helow.  if  is  expressed   in  the   following   itrtanner  thus    r^      _        _ 
Kx:  1.  EXERCISES  ON    TIRNS    . 


^ 


-x-t- 


I 


Wpltten,  Played. 


^ 


i 


-»■  _    - 


^ 


^ 


O'*,^ 


^^ 


l-^-^ 


f 


T^»It " 


*-> 


1     X  12~P'?       ^     ^  1  2  I 


/     fJ-'  <  4*- 


'kk^-^.f\u-^.f  \o-^-' {{^ 


2        1 


g'  *  *  ^  *   "i 


XI    9   1     ^ 


zz: 


^ 


x:  2  1 


•  *   rj 


1    x-  1  2  I 


Exr  2. 


Kit:3. 


(-^_^__— ^— — --— 


g-    ^^^ 


ZZ 


S 


zF'^vy 


1 


5-*-*y-»x  -e^-^-^f-*-     -e-T^ir* 


y  I  ax 


i9-    -^0*- 


Z2: 


-^ffegfl^^'^^ 


b^sd  ^  tiasd  ^^S  essa' 

.^  3     1».^^  ^.^         -g^.^^ 


e 


I      X  1  3  1    g-  ' 


r'''.ir"r 


i 


1    X  1  3  1  I — ■ ' — '2    '^^38 

The  Turn  may  be  made  on*one  of  the  notes  of  a  Chord   either  at  the  Top  or  Bottom. 


Written 


P laved.   I*: 


J^,f     ^,f  '  ^ 


^m 


^ 


^ 


m 


^ 


Xa: 


r-^ 


f 


mz  ffic  ^ 


-7  ^ 


Obs:l,  When  the  sign  denoting  a  Turn    o.^   is  preceded   by  a  Flat  thus  b  r^   the  First   note    of   the   Turn 

must  be  Flat,    (see  A.) 
Ol,s:  2    When  it  it  preceded  by  a  |J  the  First  note  is  to  be  Natural,  (see  B.)     ■ 
')bs:3.  When  the  sign  is  followed   by  a  :J^     the  Last   note  must  be   played    Sharp   (see  C)    on  the   contrary 

when    tlie  sign  is  followed  by  a  Natural  the  Last  note  must  be  to,  (see  D.) 
Obs-.4.  When  a  Sharp  is  placed  Below  the  tign,the  Third   note  of  the  Turn  must  be   Sharp,  (see  E  .)     on  the 

contrary    wiun  a   Natural    is  placed   Below  the  sign  the  Third  note  mutt  be  to  ,  (see  F.) 


Written 


Played 


1 


fa: 


h: 


F. 


^^m 


1 


Thp  Inverted  Turn  begins   by  the   Lowest  note    and  is  expressed  thus  ( ij^        T        '  11  *T^^ 

•  .  %j  ^ 

.,.,u  ,,  T     ^  Wfittt^'n.  Played 

'"•''  f'l  p    Triftr: 


ARTICLE  :i^4 
ON    THK    SHAKE. 


J^ 


Th^  Shake    is  an  alternate   and  quick  repetition  of  Two  notes,  the  principal  note  and  the   note  above;  Jl 
always,  begins  ^froi„H\,e  semitone  or  tone  above  the  principal  note     in  playing  a  Shake  the  Arm  ar.d  Wrist 
i!ms(  not  move,   the  Fingers  alone  must  act.  ,     . 


Shake  l^t 
VVi  itteii.  /r  -       _ 


Concluiion. 


i 

J  I  Hf  sin  at  first  slowly  and  acceilerate  gradually. 

k     X  1  V  1 


Pi 


Another  conclusion. 

i       i 


•^    Played, 
Shake  a^/^  _ 


SHAKE     WITH  THE  LEFT  HAND.        .     ,  / 


^•- 


i 


^ 


-•L    -S^ 


^ 


1     X     1     XlXl     XiXiX.X 


op  I 


Played. 


S^'\  Shak?. 


EXERCISES  ON  THE  SHAKE  . 


RHand. 


L.Haiid. 


-©- 


^ 


^o    fi  \     rj   ^S 


:^ 


zz: 


(^   ^'o  JL 


"x — r 


te: 


3fc 


y^ 


?  ■■ ,  «^     I       gF=^ 


3fe: 


^S 


>^^ 


-4^ 


X  1 


1 

/r 


2~t" 


^^  JW" 


-iS^ 


^ 


22: 


^'i  X 


^ 


19- 
1 


i 


I 


j-it- 


4t^Shakt>^'/i 


^^M^rxf^T^^ 


\i 


1;^ 


321 


I^ 


3X 


A 


~T~T 


><1xl 


i 


-:^ 


"XT 


.^ 


i^SI 


3s: 


•  -^  .3 


-g-i-y 


I 


^ 


•  r. 


23: 


1 


d: 


\r 


I 


5thShak.^.)^^' 


!    1-  k.  2  1 


zB± 


-e-  •  -^jK^  X 
/r     2  1 


1 


1 


1 


X- 


-«- 


3   •? 


-G- 


i;^  X 


^t± 


1Q{>8 


JTTx^,      ^?~r 


*^ Z-^  ■  ,-ji-.- :.  ^        n  -^ — -a _ — ^ a ^^ 


£ 


T'     .,  I.. 


3«= 


:L.: 


4H 


Double  S!iake  with  theUisiVit  hatid 


Doubl*'  SVvr.ke  with  th»-  Left  hand  . 


Written. 


Play 


s^hake  at  the  Sixth   for  the  Right  hand  . 
^  _       _        _____ 


i!«hake  at  the' Sixth  for  the  Left  hand. 


Written 


JPIay..). 


^(^ 


m 


XI    XI     X  1  X  1    . 


& 


^^^^fe£ 


'2    5228323 


Shake  at  the   Sixth  with  both    hands  together. 


R.Hand 


L.lln.d. 


Shake  at  the  Third  and  at  the  Sixth. 


Less  used  but  much  easier. 


Ri2;ht 

ha:iil  . 


3        3 


roine   Performers  often   introduce   this  Shake. which  is  evidently  vicious,  for  the  chief  beauty  of  the  shakf 
cohsists  ill  the  perfect  equality  of  the  sound  between  the  Two   nf^tei  which  form  the  shake,  and  here  this   equal 
ity  doci  not  exist,  tiiice  two  notet  are  played  iu  one  part  of  tlu  sh   ke  and  only  one  in  the  other. 


Shake  on  the  Upper  nott 


R.Hai.d 


OF  THE  ACCOMPANIED  SHAKE. 

Shake  on  the  Lower  note. 

1  >^  ^  ^1 


HWU^ 


•>    -i    -2  "i   -O  I*- 

Z ^.     ___   ^ ^^       •       ,-^ 


„     3     2     <    3    «      «    3    3     •«  I  ^     -i    -5     3^ 


'Tarn    Ti>';t' 


2  :i  'i  :i 


CHAPTER    X 


ON   HARMONIC    SOINDS 


Mr.h.v    part  of  the  hand    n.h.ly,  or  ,he  E,l,e  of  .h.   p,l™  „f  ,,,.  „„„H,  „„  ,He  ,„id,lle  of   ,W  string,. 

^...kn,«      ,h.„    at  the    ,.„.e  «,„..    ,,,h  ,,o  f,„g.,.„   „„ic>,  ...  ..p,    i„  „  ,„„„, ,„,„    .„,.ic..,.„H 

rathrr    leaning  on  the  strings. 

The  effect   produced   is  easily  explained,    for  according  to   natural    Philosophy,  the  sound  of  one  half 
of  a  stnng    is  an   Octave    above  the   sound  given   by  the  whole   string,   and   here  the    Pain,   cf  the  hand 
divides  the  string  into  Two  parts  as   a   bridge  would  do. 

Observe    that   when  the   Pai;h  of  the  hand    is    placed   on  the   Fourth    part  of  th.   s.Hng    Iron,  the  up 
per    part,  the  sound   givenisiat  the   Double  Octave    of  the  Open  string;    and  when   placed  on  one  ITWrd 
of  the  string;  the   souu.l   ,iven   is'at   the    Fifth  of  the  Open  string:    But   why  the -sound   p.  .^.ced  byan, 
^^of  these    Interval,    differ,    in    quality  from    that  of  the  Open  string  is  «*   UuestJon  .f  t...  P.llo.cnhical  r, 
nature  for  our*  pres.ent 'consideration  . 

The  Harmonic  .sbirnds    b«>ing   very   sweet    and   calculated  to  produce    great   effects    the    gc!..  !;.     :nii^t 
study    attentively  to  produce- them  with    facilitj;  and  certainly.    No  other  direction    besides    what    iii.s 
just  been  mentioned    can  be  five n  towards    producing  them,  Practice  alone    given  the  Student  facility 
and    ease  in  that  respect  — ~i-.>»      , 

Harmonic  sounds    are  generally  introduced    in  passages  for  the  Left  hand     and   within    the    compass 
of  the  Two   middle  Octaves  ;    However,  they  must    be  piacticed    also  with  the  Right  hand  on   the  upper 
strings,    But   they  are  difficult  of  execulion  on    account    of  the  common  position  of  the  hand. 

Harmonic  sounds  are  played  with  the  Right  hand  in  the  game  manner  as  with  the  Left  hand  , 
they  may  likewise  be  played  by' pressing  the  side  of  the  First  joint^f  the  Forefinger  against 
the    middle   of  the   string,     striking    at  the  same   time   the  string  with  the  Thumb 

A     Performer    may,  by    placing    the   palm    of  the   Left  hand     oi:    the   miiiiiie   nf  \^u    or  three  dii' . 
feteiit    strings,    ?trickeat    once    with   the    fingers    of  the    same    band,     a    note,  its    thids  and  fifth. 
Or  ihe  whole    of    a    common    chord  ;    afterwards   ke   may  Tenture    long    passages    in     Harmonic  soiuids^ 
.vhich.  if    properly     composed,    will   unite    a     regular    Harmony    to    the    mo>t  enchanting  sound  ever 
prudm  »  d     bv  any    Instrument,  the  Harmonica  excepted. 


0   >. 


Herp   lustrt 


4b  » 

A   IVrformer  should    not  howex-i-  iiifi-,Mli!c«'   lung   passa^res  in  Harmonic   sounds    as   in  th.-    Exani}>l»-s    • 

Sixth  and  Seventh    at  the  bottom  of  this    page,  which, for  vvant   of  a  Bass,   becomes  monotonous  and    tire 

some.    Lastly  the  effect  produced    by  the   Harmonic  sounds, wheu  properly  introduced  in  Harp   Music. 

may  be  compared  to  the  effect  produced   by  the  wind   Instruments  in    Haydn's  fine  Symphonies. 

<iil     '    /;i  ■> .  -'.I         }.    .    • 

NB.  Single  notes   jn  Harmonic   sounds   are    played   with  the  Thumb  of  either  hand,  two   or  three  notes 
'  inn  '      •' 

are   played  as  in  the   Fourth    examjile.  • 

Thf  mark(o)  den()tes  when  the  notes  ;ire  to  l,e  played  in  this  mantier  as  in  the  following  examples. 


Harmonic  sounds  with  the  Right  Hand. 


EJfZ 


£^JjjJo^ 


Ex:l.     ^ 


& 


0 


— I 1 u — r-^  o  <>   0  ^ — cL 


0^  ^/  r 


nwiz 


TUt 


4 — eV- 


It 


HaiMioiiic  sounds  with  the  Left  Hand. 


I ^ 1 ' . 1 — 


x.iii^*-^"-P^    ^ 


T^ 


X- 


^ 


';P-0 


iLo, 


3^ 


THP 0"jF 


^ 


*^- 


"-f-^^rr^ 


:23[ 


I 


Harmonic  sounds  in  Thirds  . 


^-        Til       I    ■  I 


o#_ii:S'_oj#  "V"  0 


r-^^ 


t^f'T^f^ 


I 


0^ 


■<he- 


."g  .>»  ^'^    ^ 


X        X    0^  o*  Ot#-  "-F  o#- 


^        X 


i 


SJL 


? 


^^f* — (sW—xTm — (T 


^-sa: 


HM 


E^ 


Three  Harmonic  sounds  at  Once. 


Ex:  4. 


.  r)-#-       «■#-    0-1*-      o#      Ot#-      0 

krvy.'''ig'  '>^  "i*      '.'ig     »^      ' '  g    ok     «t^     ^/0—v 
fS4^    jog      :^r^=i|#-— ^al-;i?--l^--- 


-#-  on 


F 


--|» rrjr 


^     "O 


E 


I 


Harmonic  sounds  with  Both  Hands. 


i 


i 


-4^ 


0C<      ^'^^     UgJ      ofl- 


ii.'k:5, 


7 


Kx;6, 


-A — '  og  •  o» 


nzt 


X 
O-S-  •   0 


-e-  •  o-#-    '^'-p 


^o   ' — or? 'ir^ 

o-(9-  OQ     n 


0-s^ 


^  «KiT^ 


"f-'  tiif-' 


^^ 


0  ^>  I  0 


Harmonic  sounds  played  with  each  hand  Alternately. 


M.hhk^L  -t 


•   -    ■■     '"  ■*  ^  ^  r  0   I                   ('  r  ^'~Tir^      *>                I                    ~ 
^  ^  ^  f  P  n^     ^  ^-t=:zz—         -^ — 1-|7  -V  I  


0-0- 


^ 


Kx:r. 


iE35feteS^gag 


^ 


'»  I*  0      «  r  <J    — \rf-^ir — 0 — (f 


»  y  i  "^     o  ;i 


& 


Jtl,      V.^^i. 


^i 


^ J^^t:=f#F^^#iJ^ "  "?^h->^i 


1068 


f 


f 


Hiipn  Tnsti" 


'AI'TKR  XI 


^a 


ox  'lilK  SONS  KTOLFFES  OR  DAMPED  SOUNDS 

The.Sinis  KlouffVs  (Damped  Soiiixis  )   are  thus*-  fhe  Vibration   of  which    is  suddenly    stopi    by   inei\U5  ol 
the  hand . 

The   Sons  Eton ffes  are  seldom   inlrodiued    in  the  ri^hl   hand   but  generally  in  the  JeH  . 

To  play  properly  the   Sons   Etouffe's  with  ill e  left  hand,  the  Palm  of  the  hand   must  be  j.Iaced  veryi  I— 
•to  the  Strinjis.  to  be  ready  to  stop  the  vibration  of  the  s<.iuid     as  soon  as  the  finger  has  struck  the  string. 

lu  pUiying  a  succession  of  notes  with  the   !<ons  Etouffes.  the  LeH  hand   must  not, at  each  note, recede  fi on. 
the  string;s,But  the  fingers    being  kept  cl.,sr  together  and  sirelciied  out,  their  extremities  should   lean  on 
the    strings    to  enable  the   palm  of  the  hand  to  Damp  their  vibration    with   rapidity  and  precision .  The  thumb    # 
is  generally  used  to  producethe  Sons  Etouffe's   in  single  notes-  Bni  when    two  or  three  notes    are  to  be  pla^vd 
en  Sons  Etouffes,  they  are  fingered   as  in  Example  Second. 

NB.  When  the  SoHs  Etouffe's  are  introduced  at  the  right  haiid,which  is 
seldom  the  case, they  are  pfoduced  by  immediately  replacing  the  fimreron 
the  string  which  has  been  struck  . 


Sons  Etouffes 


Ex:l.^^^^^ 


^  ^  r 


*z^ 


f 


e3 


IT 


♦    Sons  Etouffes  .    — 


Ex:  2. 


x^.     ><^f       ,t-     ""-^        -0-        ^        ^       -i^ 

-      I  '     i     r    1=4= 


% 


I 


To  play  a  Chord  with,  the ,  Sons  Etouffe's,  the  chord  must  be  at  first  played  in  Arpeggio,    and   the  whole 
hand   must  be  quickly  placed  on 'all  the  notes  which   have   beer\   struck  to  form  the  chonl  . 

Sons  Etouffe's.    _       _        _        _        —        .  —      ..—        —         —      —       —      —        —       — 


f 


^^^ 


r 


i 


The  ordm^y  position  of  the  right   hand  prevents  the  performer   from  playing  a  chord  with  the    Sons  -_ 
Etouffes,  in  the  fame   maimer   as  with  the  left  hand:  Therefore  the  vibration   of  the  strings  must  be  stopt  by 

4 

placins   successively  and  suddenly  on  the  sitings,  the  fingers  which   struck  th«  chord. 

With  both  hands  . 


Slow. 


Chords  with  the   Sons  Etouffek. 
Right  hand. 


■J  >.9\  Hm  lA   x^ryX 


Kignt  ruuai.  i 

E K :4.  b^  .^  J    ^-^=^3j    >A  \\   A  ■  A  =11 


•iti 


-is-      Some  Performers  damp  the  vibration  of  the  string  with  the  finger,  which  is  a    hiiidran.e  to  a  rapi.l 


ex*^  «-Ui  ;oJi  . 
;  6 '.  - 


"»'»rr>     T'l'tr; 


50 


(■■'  -'VrKn  \ 


ON 'JUK  MAXNEK  05      '        >-'>K>3fNG 
TWOORTHRKE  r^HTS.   VY5  Tii  THE  csAAJ^:  HAM). 

In  the  Inii'oductioii  .jf"  uvs  Work, the  Aiithoi*   ii!siste«l   shon^ly  dii  the   H'vessity  of  ^oiiig  heyoiid  the  uaprovy- 
iimiis  within  which  n.  v.  ofthv  Coiti^xiseis    Cor  the  Harft   li.tve    hithei-lo  confined     themselves,   and  to    follow 
the  new  tracks   open'^  i    ?•    aiigiea*    Pianists   j»erfoniiii.s    at  the    same    time    two,  and   even  three   paiirS   with 
tile  game  hand,,  which  is  iki*^  OJiIy  way  to  gratify  the  ear  hy  a  complete  harmony^    But  as  the  difficulties  at._ 
tending:;  this  species  .if  pr'!  rr.tiuMice    might  htup  the  ritiH^eut.    it  becomes  necessary  to  show  him  the  manner 
of  overcoming:;    tho^f  rtj'!  =cti(ties. 


'I'iie  following  Exaiupke  ahcws  how  T\<o  psirts  maybe  phiy'^'i  by  the  same  hand. 


Kx'A  .t^~r^. 


This  Example  forii;s  a   Duett  and   might  hare  been  written  on  two  staves,  thus; 


/,- 


iM 


-rr- 


or 


-0^- 


ZT- 


le^ 


-<i^ 

'^j^- 


a 


X2L 


-&^ 


1^ 


^—0 


ZSil 


I 


^T^m 


u^ 


-^r 


■^^ 


i 


^t*^ 


i?*:^ 


^ 


^ 


J ^■ 


-«- 


The  fi>ie«;oirig  Example  may  he  performed  on  the  Harp  as  if  written  on  One  9tave,thus; 

1  '    ^  1      „*  "J  ' 


j^ 


1 


^3\ 


One  may  set-  how  a  passage  understood  in  this  manner  is  easily  performed ,  therefore,  the  student  mtist 
leaf.!  t-avly  the  habit  of  immediately  simplifying  all  .passages  in  several    parts,  to  be  played  with    One 

hand;     takiug   uo  i.otice   of  the  sustained  notes   which  occur. 

'  -  ^  - 

Observe  tliat  by  the  foregoing  manner  of  performing,  part  only  of  the   intention  of  t!ie  Composer    is 
fulfilled  :  the  notes  are  heard   in   succession   as  they  should    be*,  but  the  dotted    Minims   are  not     heard 
with  the  same  intensity  of  sound   during  the  performance  of  the  other   corresponding   notes;    This    is  an 
inconvenience    peculiar   to  the  Harp  aiul   Piano_Forte  .  which   Instruments  cannot    sustain   a    note;  On  the 
latter  this   iuconyenience    i^  rtju. -lit-.j  -.s  n.nli  as    possible,  bv  keeping    the  Finger  on  each  doued    Minini  , 
during  the  whole  of  its  hngth.  the   same  thing  can  be  partly  doneou  the  Harp,    first  by  su  ikii._     the  dot  _ 
ted   Minims  with  more  force,  that   the  «».und  may  continue  longer,  next,  by  Not  damping  the  soumlof  the 
string, after  the  note  has   been  struck,  th<t  ihe  vibrations  niay  continue  as  on  the  Pi;\no  Forte. 


torn 


^  This  forms  a  General  Rule  which  the  student  must  have  present  in  his  mind  when  passages  (,f  this 
description  occur;  which  is  frequently  the  case  in  pieces  in  which  the  same  hand  has  two  or  three  parts 
to  play,  as  sustained  notes    are  generally   introduced    in  one  of  the  parts. 


^  v-» 


V"»  ■• 


tVritteu 


Played. 


EXERCISES  FOR  THE  RIGHT  HAND  . 


Ex:l. "  ^         Slow        1       (     '^s^^ 

^^^^^1^1  III  I 'rrr";! 


J. 


rer^ 


Ex:  3.      ^^     .y^  ^    l*^^    IT. 


Ex:l. 


Written  . 


Played  . 


EXERCISES  FOR  THE  LEFT  HAND  . 


MMMMM 


cru 


ta^^e 


:¥ 


1 


.-tP!  '  I  !  ' 


TTsipT*  T-  :tP:         ' 


+—- -^ — ^ —  — ,»- 


\^fr 


CHAPTEK  XIII 
EXPLANATION  OF  SIGNS   AND  TER^IS 

PECLLIAR  TO  HARP  ^MISIC  . 


Pree  de  la  table 


^ 


It" 

Near  the  Soanding  Board  . 


It 


Th»'   words    Pres  de  la  Table  (Near  <he  Sound   Board)     'xhen 

placed    over  •  i*  uudei-  a  [lassage,   show    that  the  strings    must  be 

struck   Close  to  the  sounding  board,  the  strings  being  unequally 

divided, the    sound    becomes  more    shrill. 

In  the  Exercises  of  the  first  part,   the  Author  has   marked  the  notes  to  be  played  by  gliding  the  I'huml 

or  the  Little  finger    by  a   Semi_circle  thus-.  -  "^  ,  this  mar)-   has    sometimes    other    significations  y- 

1**       \^heu   placed   over  Dots  ,. all  the  notes  are  to  be  played  with 

the    First  finger,  thus: 
2nd    ^^hen  a   Curved  line    is   placed  as  in  this  Example,  it    does 

not'  relate  to  fingering,  but  simply  shows  that  the  notes  nmst    be 

▼ery  equal   and  closely  connected. 
«^r<l    When  a  Slur  is  placed    as  in  this  example,  it  shows   that  the 

three  first    notes   under   the   line  must  be  played  with  the   three.. 


^^jmM^^hi 


^^^ 


-     ,  A  e-  £  P 


^     2  ~T — ^ 
I    X     ?.•    1.   j» 


^     o     1 


Hnn4 


I 


Played^ 


first  fingers,  the  four   fillowing  notes  with  four  Consecutive    fin. 
gers    and   so  on  of  the -rest  . 
4*^b     When  a  Slur  is  pla(e(i(over  two  notes, (see  Ex.-)  they  nui^tbeplay 
ed    as  the  fingering  i-iuicates,  giving  an  emphasis  to  the  note  play . 
ed  by  the  thumb  . 

When  several  notes  of  a  bar  are  to  be  played  with  one  hand  while  the  other  hayd  plays  a  single  note.as  in 
the  following  example    at  A.  the  single  note  is  generally  placed  in  the  middle  of  the  bar, but    it  must  be  always 
^trvick  with  the  first  note  of  the  other  part,  as  if  written  as  at  B.  • 


> — # 


1 t^    '»     i  ■ 


fe^44gm^s 


m>  Xfrrffrv^- 


m 


'SiTTini 


% 


^K-i- 


zz: 


When  the  figure   8    is  placed  Under  a  note,  it  shows  that  the  Lover  octave  of  that  note  is  to  be  played  with 
it  .(see  A)     But  when  the   8*^  is  placed   Above  a  note  or  a  series  of  notes,  it  indicates  that  they  must  be  played  an 
t^itave. higher  than  written   (seeB)  Untill  the  Italian  word  Loco, which  signifies  at  the  nsual  place,  occurs. (see  C) 


Writtei 


C.        81*  _       loco. 


^m 


\-'--,  tnst.; 


o,i 


W  heu  tlu-  Nott-s  of  Xhv  I5,isrv    j.ut  coiii^  too  near  Uie  Treble  part,  they  are  eilht- 1-   written  on  the  Bass 
stave   with  the   Treble  Chf,   <r      i    '^  '  ^^  4i»e  sfw,  the  student    musi   get  familiar  whh  these  two  particular 
ways    of  writing,  by  })ractish)£;  ih.-  followiii":   Exercise  written    on  purpose  . 


Left  Hand. 


i 


te 


^^m 


^ 


* 


1 


rr^ci:;!^ 


#-> 


r^ 


I 


w^- 


^m^^^ 


-tn^- 


I 


CROSSIX;    THE   HANDS    EXPLAINED 


Frequently    in    perforniiuji    a    |  iece  of  Music  one  of  the  hand  must   pass    Over   the    other,    this     is 
^    generally  indicated    by  the  letters    R.H.   whidi  sig;nifies   Right   Hand,  or  by  the  letters    L.  H.    which 
signifies    Left   Hand.  ''  ^ 


Ex:l. 


Sometimes  the  Change  of  hands  is  indicated  only  by  the  different  directions   given  to  the    Steins    of 
the  Notes, M-hi(h    are   tinned    Upwards    for  the   Right   Hatld    and    Downwards   for  the   Left   Hand,    thus 


Kx:2 


Ex;  3. 


i 


li.H. 


■4-  L.H 


3L5I 


1 


^-^  ■ -^  *:/ 


;^* 


^^^Tf? 


1^ 


-mt 


zji — y. 


^ 


W 


:^*F^ 


'W  ,~^- 


k-. 


^f^ 


^    r 


®^^r-^ 


^ 


1 


I 


^ 


"ZL"- 


lis 


'.',.•  K 


Tlh:  ,.     Itclr: 


s 


The  f<A]ov\n°i  Kxercisp  must  he  ]>]fyeA  }f.?Hly  and  H' !ir:>t»'ly 


^-' 


CVl'i^y  -piTTin  . 


1i^ 


I,' 


i 


TRIPLETS      EXPLAINED. 

Ofleiitimes  in  Mustc  couipostti  (or  the  Harp,  Triplets  are  to  be  played  with  one  hand  while  the 
"thei-  hand  nrtluvs  nntes  of  eqtuil  leno;th .  as  Triplets  cannot  be  perfectly  diyided.and  played  to  not«? 
oi  t-qn'l    li'tiS.in,  lh*  \  jiiust    be  played    a<:  in  the  following;     Examples. 
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'!  r  ('••'U  '*,\\\.  the  R'iCfit  Hand   and  equal   notes  with  the  Left  hand  . 
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Ti'i}.i-ts  V.  ith  the  Left  Hand   and  equal  notes  with  the  Right  hand, 


v>!a 


«t(Miiet'imes   Four  Semiquavers    are  to  be  played  wiih  one  hand,  whilst  the  other  hand  plays  a  Triplet. 
T'f  .s  is  >eiy  difficult,  and  no  fixed  rules  can  be  ^iven  for  the  performance  of  these  passages,  the  Ear    must 
•  t  ve    tt:>  a  guide  and  the  "performer  must  endeavour  to  end  this  triplet  on  the  last  semiquaver  of  the  group. 
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KXPLAXATION  OF  THE  VARIOLS    TERM<  RKLATING  TO  EXPRK-'SION 


W«>rd8. 

A<i.  liblllix. 

Agitato    _.  •_     _ 
Accfleraiido  _     _ 
Anintato  _     _     . 
Afffttuoso  _      _ 
Arpeggio  _       _ 
Brillaiite  _      _      _ 

Calai.tio    _     _     

Cresr*  lido    _       _ 

Con  fuocti    _ 

CoD'  es|>re8sionp 
P«;  Capo  _       _      . 
ilecresreiido   _       _ 
'  j^imiiiufudo   _       

Uolcp    _       _       _ 
^'^  i-te  _        _      _     . 

Fortissimo   _        _ 
.-.    Mezzo  Forte     _ 
Peiidendosi   _      _ 
•l*iaiio     _       _        _ 
i^iaris«imo.   '_      _ 
KtiUei.tai^do  _      _ 

Riiilorzii.ido   _     -_ 

JK  .     .  ■     ■" 

^Ri.ifVrzato   _       _ 

•    Ki'iHiii.iiido    _       _ 

I  F(iZe  1  rio     _      _ 

J^foruato    _       _     _. 

^chnzuiidu    _ 

Sl»*iit*»Mdtt    _        

rS;.i.iiZBi,Ho   _        _ 

iManca  .du    1       _ 

i^Moreiido     _        _ 

SoSIfliUtO      _  _ 

Staccato         _  _ 

T^iuito  

This    murk    _  _ 
Thi*  iii.irk     ... 

Th\^  mirk    i_       _ 


Th«r  attLri'iianoijs. 


Ad  lib: 

Accfl: 
AiiimS 


_      _  I  Arp«     _      _     _ '    _ 

_       _l 

-        _  I  Cal9   _      ^       _       _ 

_     _.  Cres;    or 


Their   lueaninjr 


The  Time  i.  leCt  fo  tJ.e  discretion     .the  P.-i  ''.-n." 
A^itat'd.  with   passion   and   fire. 
The  .speed  of  th»    time   is  ar  reil<rat>'0. 
—      —       _i    With  Hiiiiiiatioii. 
Af/et:    _      _     _       _|    Iiidirat's   a  svti   ai:d  '   iider  expression. 

The  tiot»s  oftV.e  Ch"rd  rr    -I  he  ^  Ii-ye'l  -n  e  i-tfr  tV: 

In  a  brilliant  and  aniniiited  styi''. 

Diminishing;  gradiuilly  the  soui.d,Pi>ti  slt^cV  •    "?■£  ^*» 

A  gratJiial  rise  of  th>   scunds. 

With  spirit  and  fire. 

With  expression  lunl    feeling 

Begin  the  Air  again  and  en.l  ^i^h  i^v'.'^'i-.^\ 


—  ;    Con  esp;  _       _        _ 


DC 


I 


Decrei :     _  _ 

Dim;      "^    _  _ 

Dolr       _        _       _  _ 

Forr/_       _    ■_.  _ 

*'"'•  UT-    -  -  - 

Mezr  For:  n\t     _  _ 
Perd:  _       _ 

Pia     or    p        _  1 
|»ia'«9or  ff^ffp. 

Rallent;    _      _     _  _ 

Rinf»r:    Rinf;    _  _ 

Ritar;   _       _       _  _ 

8 for:    ni^i    _     _  _ 

Scher;    _      _     _  _ 

^lent:    1.       _        _  _ 


A  gradual  fall  of  the  sounds 

0 

In  a    soft  tiianner 

Ph.y    |,,,!rt. 

Very    loud,  • 

A    nietUt;m  between  Pian^  "  ^  ortr 

Diminishn'i  >ir<idiially  the  sound. 

Soft 

As  soft  as   possible. 

The  san-e  as  Calaiido.  .  ^ 

'Po  increase  the  sound   of  .several  ni»tes 
A  stress  or  Kmphasis  on  a  t;iite.,j>'' 

■fir 


I 


Im 

Ti, 


I.  ,ii 


'.kf ;  '■('. 


Smorz:    _      _ 

Sos:    _      _       . 
t'tacr.  .      _ 
Ten:   _ 


_i    The  passafie  must  be  <ii  ninisbeH  '".  'i  i       i-(,»>  »hd  g( 

I  V 

Slipprjt     'he    30U\d 

i.  ;    'fh;   iiutes-ymst  b»»  vi".^*''^    .*  .t  a»  (    disti'.it. 

j  ■T..  h.dd  tti?  '-.tei    ti;,.;.    f.,!i  value 
~.  ■  F'      3       <    .'i  r*,       ..  ,.  I, 

The      wii-    Hs    Becu'gr*-.  I  io  . 
|r    liides  t^'h.ai.1  therefor*    implies   first    a- 
fiicrei^..  a„.)  ,h<.ii  a  dirr.Mmtion   of  sound. 
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